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It is just over a hundred years since Smile Chasles 
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i
kenaisa,Anoe. In that time, both the live theatre and dramatic 
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new facts have been made available. My aim here has been to
*re-examine the texts and to offer new perspectives cn French 
Renaissance comedy. The field is a small one, on the face of it.
But it is large enough to support valid conclusions! moreover,
I have cast my net wide*
To present one's work in unified form ne ns calling 
research temporarily to a halt. But I liope to follow up certain 
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the influence of Terence and his conuaentator3, a subject whioh 
cannot be properly approached without the sixteenth centuiy texts 
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INTRODUCTION
This book is about a neglected part of i?renoh 
Renaissance drama* about comedy and the conventions of comedy, 
seen not only in a comparatively small number of rogrlar 
comedies, but also in translations and adaptations, dialogues 
an! hybrid fare e-comedies, and in aspects of other genres such 
as tragi-comedy. It is a neglected genre today, and has been so 
for the past half-century. For England, we have a number of 
studies, editions of separate authors, and an established series, 
the Revels Plays, which includes a full complement of comedies 
of the late 16th and early 17th centuries| whereas in France, 
the excellent editions of Jodelle’s L1 dugene by Professor 3almas, 
of Tumebe’s hes Contena by Dr. dpector, of the anonymous hes 
oneurs by Professor Gill, are isolated, and I know of no 
overall study.
For this reason, I begin with a survey of comedy in 
France from 1552 to 1630. The various genres that are concerned, 
different as they may be, and scattered as the evidence is, show 
a continuity in certain conventions from the Pleiade to the plays 
of the l620fst to Corneille’s a6llte as well as to the frankly 
traditional Lee Raaoneura. .moreover, throughout the period certain 
influences, in particular the importance of the study of Terence in
schools and universities, remained constant. 3o that a certain 
pattern may be observed in the relationship between dramatist and 
audience} and this first part of the study should begin to 
illuminate that pattern. oat of the facts in this first part are 
already known, and I claim no great originality for it.
It has been much argued whether or not these plays were 
produced in their own time. It is coy belief that they were, and 
I hope to have produced some new evidence that this is so.“ 3ut 
by no / this is some thine; of a dead horse. And for the present 
purpose it is a red herring. If » reader regards the plays only as 
literature, the question is irrelevant. If they arc regarded a3 
texts for stage production, it is certain from the texts themselves 
that the authors at least had in mind an idea of the stage which 
taken in conjunction with other known oources (prin »s, archives, 
etc.) can certainly help to tell us something about staging in the 
l6th cantuiy. Finally, in the last analysis, on purely theoretical 
rounds, the f *ct that a work is written in dramatic form is 
certainly justification enough for treating it as such, the second 
part of the book is therefore given to the question of staging.
The third and principal part of the book studies the
Cf. part II below
conventions in the playss that is, the constant features in a
relationship between author and audience. First the comic theory
of the French Renaissance is examined, because it was certainly
known to every educated man in the Renaissance. In 1577 Gerard
de Vivro oould write;
Amis Leoteurs, chasoun s^ait desja bien quo 
ofet [sioj que la Comedie, pourtant ne o'amuseray 
a la vous deochiffrer on oa lieu ci, a cause, -
qu'il y en a tant d'autres qui en ont faict mention.
This knowledge of coaio theory, gained primarily but not only
through the study of Terence in schools and universities, will
affect both the attitude of writers towards their plays and the
reactions of audienco3 (and readers) to the plays they saw (and
read). Plays, even more than other forms of literature, depend
for their effect by their very nature upon a two-way relationship
between author and audience. To understand how a play works, you
cannot afford to ignore either the audience (as literjxy critics
may be tempted to do' or the dramatist (as theatrical producers
may be tempted to do). Comic theory therefore has its importance
for the actual stage presentation of these plays, and so I have
given a separate chapter to it. It may be pointed out here that
* Gerard, de Vivre, Comedie de la fidelite nuptiale. hirers, 
1577, Aux Leoteurs, f. 2v.
dramatic theory in the Renaissance ia not as Isolated a form of 
criticism as dramatic theory could bo in later times, from the 17th 
century to todays In the 16th century a play was a “po&me" li!:e 
other forms of literature, and -inch criticism not specifically 
dramatic was applicable to it* Indeed, specifically dramatic 
criticism in the Renaissance consisted only of a kind of appendix 
to what the writer had probably already said about literature in 
general and therefore about drama as well.
Then the plays themsalves are examined under different 
aspects in turn; plot, character and speech. This division is 
purely for critical convenience. In terms of production, it makes
no sense, because for an audience a play can suooeed or fail only
£ ' *as a totality, but for the purpose of studying the conventions it 
should be valid. "Plot” includes the divisions of the play 
(prologues and epilogues, acts and scenes), the ports of the plot 
(exposition, denouement and Yhat lio3 in between , and their 
arr -ligament. The other two divisions cover the use made of character 
and of verbal conventions respectively. Then I have attempted to 
suia up the use of conventions in general in these plays, their
V '  . .  g -  i , , '  . .I ,- a  *  . y
relation to dramatic and jenerul literary theory of the time, and 
their function in terras of actual performance.
The books in which the external history of French *
Renaissance comedy may be found are today long out of print or ~oal
only with isolated aspects. In the leth century itself, tragedies 
were the more often written and published, while in theory, the 
genre of comedy took seoond place to its more elevated counterpart, 
jinoe the 16th century, critical attention has been focussed 
rather on tragedy, considered as a more serious and worthwhile 
genre, and renaissance comedy ha3 seldom emerged into the limeli ;ht 
of criticism, let alone into that of the nodem stage. In the 
encyclopaedic theatre histories of the 17th and 16th centuries —  
by the Prerea Parfaict, La Valliere, L6ris, etc. —  the relevant 
entries are generally quite brief. The 19th century saw the 
reprinting of most of the ooraediea, and two general surveys: I .ile
Chasles* La oongdle en Prance au XVI e sieolo (Paris, 1862), and ?.
Tcl do* a "La coia^ dio fran^aise de la Renaissance", published in 
instalments in the levue d^istoire llt^eraire de la Prance, IV-VII, 
1897-1900. The reprints are variable in quality. Chasles' peroep- 
tive find anoyolopaedic mind produced a work typical of the best of 
19th century criticism, full of inaight, clear and forthright. But 
he i3 too accepting of the critical notions of his timet the central 
idea behind his book is an evolutionary one: from the enthusi ctic
but naive gropings of the Pl&iade we traverse a dimly perceived 
region before emerging into the full light of day with Corneille. Ve 
iro reminded, I think, of similar notions about the lyric poetry of 
the turn of the oentury. Toldo covers the same ground, in greater
detail, generally with Cha3lesf faults but without his qualities, 
lince then, as we shall see, excellent but isolated editions and 
studies have appeared. One play (the only one that I have heard 
of) has even reached the modem professional stage* Larivey’s Les 
espritst in an adaptation by Albert Camus made in 1940, acted in 
1946 and remodelled for the 1953 Festival d’art drcmatique at
w  1angers •
But sinoe Chasles and Toldo, much has been discovered 
i& r elated fields, and now approaches in criticism adopted. Avon 
Camus’ comments on L&rivey’s play are seen to be quite misguided in 
the light of recent work: ”L,anoien fr-jn^ ais, les longueurs d’im
text© qui se ressent de sea origines improvises LLes igprits is 
translated from a oommedia orudita. not a comiedia del~-'artel. deux 
ou trois situations gratuites i.only in terms of 20th century drama] 
risquaiont de faire oublier la richesae et les inventions de cette 
jolie oom&die","' while the way in which he usee Larivey in the first 
part of L’gtat do sle^e (as ’’Pedro de Lariba") shows id i incorrect 
(though certainly fertiles conception of that author in terms of
~ Albert Camus, Les icprits. adaptation en troie actes. Paris,
Ibid., Introduction.
1953.
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improvised comedy. Among the more important work in related fields 
are Professor buckworth*s study of Roman comedy} Jacques Scherer’s 
exhaustive study of the conventions of French 17th century drama} 
his study of Beaumarchais* comic technique and J.3. Ratemanis md 
»v.R. Irwin* a equally close study of the same author; .Miss M.C. 
3radbrook*s study of the conventions of Elizabethan comedyj the 
work of P. duchartre, Professor Allardyco Nicoll and others on the 
commedla dell*artei and B.L. Joseph on Elizabethan acting." These, 
to natae only a few, have shown that the time is ripe for a fresh 
approach.
The conventions of French Renaissance comedy, it may be 
stated now, are seldom original creations by the French authors 
concerned. They derive especially from the oommedla rudita of 
Ariosto and his successors, from the co.nraedia dell,1 arte, from Roman 
comedy, and to some extent from the farce3, but they are not 
identical with the conventions in those sources. B'or the moment, I 
am less interested in the precise sources of individu 1 fe ares
 ^G.B. Buokworth, The nature of fc:aan comedy. A study in
i o:. ul.*r ent ert airanent. Princeton, 1952} J. icherer, La daaqatur;?le 
classique e . France. Paris, 1950} idem., La dramaturgic do 
Je.vnm.rchuis. Paris, 1954# J*3. ilatermanis and ..It. Irwin, The Comic
t.-Te of Beaumarchais. Seattle, 1961} H.C. 3raibrook, The .rov/th and 
atractnxs of ‘Elizabethan comedy. London, 1955l P* Buchartre, La 
Qoiaedie Italienne. Paris. 1924; All.irdyce Nicoll, Tho world of 
Harlequin, Cambtddje, 1963} B.L. Joseph, Elizabethan actin/?. Oxford, 
1951.
than in trying to establish what conventions were in use in rench 
Renaissance comedy, and to judge their function end 3ucce33 in terms 
both of the practical stage and of literary theory. Vhen this is 
done, we may better appreciate the genre as a whole —  nd, more 
important, individual plays. Liy own respect for L* ax,cone and Lea 
Pontons* for example, has gone up considerably in writing this 
study.
Certainly the fact that the conventions are "unoriginal" 
should not affect any evaluative judgement we may care to make. The 
conventions, whether derivative or not, on the one hand enabled 
writers to produce variations on en accepted framework in exactly 
the same way as lyric poets wrote variations on the accepted 
Ietrarchan frameworks of the time, end on the other hand in terns 
of stage technique enabled thorn to achieve a particular kind of 
audience-rolationship which would otherwise have been impossible.
In the Renaissance, too, I do not believe that there is any such 
thing as an utterly conventional character or form of upeochj in 
every play, however good or bad the play may appear, the function 
of the conventions is to provide a basis for variation. A parallel 
could be drawn with the popular music of the Renaissance in ranee 
or in England} we never, or almost never, find simple unelaborated 
versions of .’honme arm&. or La belle tri iuot6e* or Co from i:sy 
window* or al a Ingham. because everybody knew these tones* instead,
9we find a number of different, more or less elaborate usee made 
of those tunea In newly written compositions.
hrench Renaissance ocanedi )S are today n gl scted. Yet they 
are not such inferior productions as the space given to thorn in 
literary histories would suggests certainly as good tvs much of 
the lyric poetry which is today the object of critical attention, 
and with the added interest, perhaps, of the dramatic form. fhe 
reason seams to be, to a great extent, the unrefuted accusation 
that the plays are derivative. On this charge, who in the Renaiss­
ance shall ’scape whipping? Bcllay's sonnets, as is well kno n, 
are often translations, more or less strai^atforward, from the 
Italian, vky should drama suffer an accusation no Ion ytr levelled 
against lyric poetry? Weber, oaulnier and others have shown how
\f  V t .  - -  , *. ■ ^  v  f r ,  j j - y  - ♦  a v  t  • _ _ t ‘  «  r * y K *  V  :
often specifio 16th century lyric poems, including some of the ;oost 
widely acclaimed, are adaptations or even translations of Italian 
models. Jrahsma Castor has analysed the whole question in the 
light of ideas of P16iade theorists^ —  ideas which are in fact 
concerned with literature in general and not merely with lyric 
poetry. So that if we are able today to keep our appreciation of a 
lyric poem independent of our knowledge of its sources, then »ve ought
Grah&me Castor, hldiade Poetics. Cuabridge, 196*%
1
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to be able to keep our ipprrelation of a play similarly in pendent. 
Let us see what kind of debt is owed to their models by
t.vo plays generally held to bo i litativei Tumabe's Lea oontens
{and d'Amboise's Keo Leapolitainp. Sdouard Fournier, in his 1871
edition of Lea contena. writest
nulla part 1*imitation n1 aat precise ni 
direct®. 211e toume autour de la oomddie 
de Tumebe, lfimpregne ot la oolore, mais 
no la penetre pas.
In his edition of 19^4, Nonaan Jpector carefully analyses a number
of analogues, of whioh the following is a typioal example;
Bodoraonti rue me conaoilles-tu, Nivelet?
Dois-je endurer uns telle bravado?
(Los oontens. I, iv)
Che il capitan Tra3ilo,;;o pat Ira che gli sia 
fatta catanta in giuria?
(G.B. Leila Porta, LMiapia. Ill, iv) 
It may be a question of direct borrowings but quite pos ibly another 
Italian play, or some other source entirely, may be the creditor*
They are braggart soldiers speaking* and the braggart soldier is one 
of the roost widespread of .enaissance comic figures. Chort of a close 
ex. ~ initial of the hundreds of extant 16th century Italian comedies,
S. ioumier (ed.), Lo theatre franeais au aVie et an 
■tVIlo sieole. Paris, 1871, p. 91.
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the question cannot be resolved, so that it is sensible in
most cases to speak only of "anaJoyues" and not of 'source1'•
.van where specific borrowin ; c m  be established, it is clear that
Tumebe has recast the borrowed material for hi a own play, as
indeed one would hope and expect . Slavish borrowin: simply does
not come into the question with this play# .,ga Leapclitulnes*
too, by its very title, scams to owe much to Italy* Its 19th
century editor Fournier ayain writes t
elle doit §tre au mo ins une imitation 
assets peu d^guicoe de la comddie qui nous 
6chappe, et qui se retrouvera quelque jour*^
But although we cannot exclude the possibility that a single close
£.source may one day turn up —  that Lea heapolitalnn may even be a 
translation —  it s^ems most likely that the play, like Los oontens« 
is a transmutation of borrowed elements into a new individual 
creation* It is certain that native French elements exist in it* 
the character of laster ia not the only reminiscence o Habelais$ 
the proverbs draw on a rich native storej while the yr ,ioo of 
laris in act V is enthusiastic indeed.
Hiere are, then, a number of different kinds of imitation. 
Lorivey was content ;?ith altering Italian proper names to •''ranch ones.
1 Ibid., p. 132.
The process thereby a number of different details are adopt 1 from 
different Italian (and classicalN sources, is one stage further.
This can be more readily done in comedy, a forr vihich begins with a 
wider perspective than does the lyrio poetry that Du Bellay was 
mainly concerned with." Lyric poetry achieves its effect primarily 
throu i concentration upon a small areaj a play is longer, has a 
different structure (different types of 1 nguage put into tho months 
of a variety of characters for dramatic purposes), and moreover has 
to stand up to stage presentation. That is to say, thsit; numerically 
speaking a lyrio poem is likely to have a smaller number of sources 
than a play* In a play, a oertain character may come from one 
source, the structure of a scene from another, a particular tirade 
from mother, and so on* The possibility of combination is gre cter* 
And in fact we find that there ere often a great number of sources 
used in this way; for Tum&bo’s Los con tens* Dr* 3pector finds 
reniniocenoes and borrowing* from twelve Italian plays ^nd a large 
number of French and other ones* •
The study was begun on tho basis of those texts only diich 
are strictly comedies md diiah are not close translations, n mely*
1 In his Defiance ot Illustration de la haaaue franooyao*
1549, Du Bellay makes only one reference to the theatre. Cf. II* . 
Lawton, Handbook of ~French ^ onaiseance dramatic theory* lianchoster, 
1949, pp» 3CTri and 44.
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Ltienne Jodelle: 
Jacques Grdvin; 
Jacques Grevim 
Hairy Belleaus 
Jean de la Taille; 
Pierre de Lariveyi
Odet de Aimebo i 
Francois dfAziiboise: 
Francois Perrins 
Jean Godards
Anon (Alexandre Hardy?) * 
Pierre Corneilles
L* Lusrone 
La tresoriere 
Les esbahis 
La reconnuo 
L es oorrivaux
Lea esprit8 (and the other o i ht 
plays; althou^i strictly, all 
nine are close adapt at ionsA 
Les oontens 
Les Neaoolitaineo 
Loo e3Qoliers 
Les des^uisez
Les r uiioneurs
Lae e are comparatively few in number* But they still do not 
exhaust the list of comedies wiiuten or performed in France in the 
Lanaissanoe* Italian plays written, published or performed there 
are surely part of the tradition, and wo would be as vrrong to 
ignor i them as we would be if we ignored, say, Pirandello, in the 
modem theatre outside Italy* also, some play3 are loots thus,
Francis d’Amboise is eaid to h ve written three comedies besides
2Lea Loapolitainso* but they do not survive. It was found, too, 
that i study of conventions (a3 opposed to a mere historical examina­
tion of the pioya listed above) simply could not leave aside certain 
other works* certain translations, dialogues, or tragi-eojaedieaj
Full i etails of tho dates of these plays will bo found in 
the bibliography below.
• r »  ♦ ♦  I  l  »
Bee bibliography, sections 3 and 4, for a list of comedies 
supposed to have been written but now lost*
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foreign plays in Prance, Uaro do 
tra. ;icemi>.:ue. plays bordering on 
.nd so on. All these imply cert a 
of the audience or re.der, so I h 
them /hen it seemed desirable to 
are certain comedies to which I o 
: 6 ph6 lococugie because it is isol 
translation from Aristoph nes in 
Baif1 g ^anuaue because (unlike hi 
tion that drench theatre traditio 
Larivey* a nine ploys would have o 
been dealt with in detail, so in 
critical opinion since the 16th < 
think rightly, to be the boat of 
typical of the nine plays. Lari 
not be allowed, as it sometimes 
say, L1 ../arena or Les romoneurs.
deleting bibliographies tu 
particular, there were frequent 
especially dates and bibliograph 
Le3 Loaaolitalnes. for exumr>le, 
fadt which one would not gather 
Location of copies, too, was a t
Papillon* s curious Kpuyclla 
farce, icoaographioal evi lence, 
in kinds of kno.rled ge on the part 
ive not hesitated to refer to 
do so. On.the other h.nd, there 
eldom refers Pierre Le Loyert © 
at ad from the tradition, the only 
the century} or Jean-Xntoino de 
s Brave) it is so close a transla- 
n hardly comos into the question, 
verbaloneed the study if all had 
general Les eoprlts —  whichw  ■ • ■ ■ ■ ■ ■  immmrnmmmtomi ■  ■  ■
century seems to hav3 decided, X 
them —  has been m tde to stand as 
7oyf s reputation should in any cose
is, to obscure the real merit© of,
aned cut to be inadequate. In 
disagreements on points of detail, 
ical niceties: Francois d,-Ucoiae,s
exists in two different tir.ae©# a 
from modern bibliographical sources• 
homy problem, do the biblio ;r phjr
at the and is a detailed one and should be a rail able aoi <e of 
reference on such points of detail.
I - ; ' J >•
. -
. .
i m z  plats
1, ?l§iade comedy: 1552-1574.
V hen ^tiexme Jodelle wrote L1 :ugene, and when hie
contemporaries hailed it as the first native French oaii»dy, three
forms of the comic theatre were already well known in Prances the
native farces, the plays of Terence, and Italian ooaedies. The
faroes were still firmly alive, though they had passed their heyday
fifty years before, at the end of the 15th century* reprints of the
old farces still appeared, some new ones were still written, and
performances of tuea were certainly known both in Paris and the
provinces, both in Court oircles and to the populace. Sebillet in
1548 writes of it as a flourishing genres
Car le vray suget de la Faroe ou Sottie 
Fran$oi3e sont badinages, nigauderies, et 
toutes sotties e3mouvantas a ris et plaisir 
... Toute licence et loscivie y [dans las
Rimes ou Priap&es] estoit adnise, comme elle
est aujourd'huy en no3 Farces.^
In short, the farce was one of the most tenacious of theatrical
forms and was to flourish continuously side by side with French
Renaissance comedy. Ve shall see how nearly all the Kenaissanoe
1 Art Poetique Francoys. ed. F. Gaiffe, Paris, 1932,
p. 165.
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comedies show one or other of its features! its oharactere, its
particular kind of indecency, itc ootosyllabio metre} though not
Its shortness or its almost complete,disregard for consider .tions
of time or place.^ Perhaps by a piece of oonscioue antiquarianisai,
perhaps by the sheer merit of the piece, Faaquier’s enjoyment of
I athelin even in the time of the Pleiad© was like Sir Philip
Sidney*a enjoyment of Chevy Chase?
je trouvai sans y penser la faroe de .laitre 
Pierre Pathelin, que je lus et relus aveo tel 
oontenteaent que jf oppose maintenant cet 
Sohantillon a toutes les comedies greoques, 
latines et italiennes.*1
and other,—  wi ila in 1583 Pathelin was still on a reading li3t in I'ronch
3literature drawn up by Gabriel Chappuys.
The play*: of Terence, and Italian comedies, provided two
On farces in the 16th century, of. Ian Maxwell, Irench 
farce and John Heywood. 3 elboume, 1948, and bibliography} H. i ewicka, 
‘'Note but un schema de farce au XVe et au CYIe siecles'’, 3ibliotheque 
d* Humanisms et Renaissance. XX (1958), 589-77} 3. Cannings, "Towards
a definition of the farce as a literary genre", Modem ^an^ua re evlew. 
LVI (I96I), 558-60} B.C. Bowen, Les oaraoteristlques eosentlelles de 
la farce francaise et leur survivonoe Ians lea anneos 1550-1^20
(Illinois Studies in Language and Literature, no  5357 Urbana, 1964•
2 £• Pasquior, ..echerches de la Hranoe. Paris, 1607, p* 1086.
 ^L*avarf? oomu; cf. chapter 2 below.
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further models at the time of Jodelle, one more literary than
theatrical, the other only intermittent. Professor Lawton has
listed the remarkable number of editions of Terence in ?r uice in
the 16th century, a number due mainly to hia use as a set book in
schools and universities: his excellent Latinity aa well as his
lively dramatic style aide him especially suitable for the study
of rhetoric as well as of other aspects of the dramatic art."
Again, in French Renaissance* comedies we shall see how elements of
hia plays are constantly used although his dramatic technique as a
whole is never slavishly imitetdj while as a background to 16th
ir*1century dramatic productions the commentaries on Terence —  /both
Donatus and his 16th century followers —  provide a remarkably
2constant body of conventions." As for the Italian comedies, their 
performances in Prance at thi3 time such as that of Bibbiena*3 La 
Culondria in 1548 at Lyon, or of Alamount's flora in 1555 at 
Fontainebleau were isolated, and we shall see how their influence
1 H. V. Lawton, Tdrenoo on France au XYIe sieole. Paris, 1926.
2 ii.T. Herrick's domic theory In the Sixteenth Century.
Urbana, 1950, is a study largely based on the numerous and important 
16th century commentaries on Terence's plays* while 3#!• Robbins' 
Ljhmtio Characterization in Printed Commentaries on Terence. 1473- 
lfcG (Illinois Studies in Lanina;g and Literature, ICoiv), Urbana, . 
l: 51 f studies one ohosen aspect of Terence's work os reflected in 
theso same commentaries.
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does not become properly significant until the establishment of 
Italian troupes in France in the early 1570*e*
Jodelle’s L».lugkne bears the mark3 of this background.
From the farce it takes its octosyllabio metre, its satire on the 
clergy in the person of the self-indulgent Eugene, the characters 
of the marl coaxial a ant and his wife with her easy morals. From 
Terence, its five acts, the rather larger number of characters, 
the serious nature of some of the speeches t, such as Arnault1 s on 
the professions of scholar and soldier), and the developed charact­
erisation. From the Italians, as y«t, nothing. In the last analysis, 
the essenoe of a play lies in what it is about» and there can be no 
doubt that this play is about the relationship of Alix, the wife, 
with her easy morals, and lug&ne her lover the churchmanf about 
a peril that threatens that relationship and hovr the peril is avoided. 
This kind of i moral situation is not Terentlanj but it is so 
typical of farce that we are certainly justified in regarding this 
play as essentially a farce elaborated by certain formal elements 
from Latin comedy. ;*^ y should this be so? In the serious theatre,
Balmas, in his edition cf 1 *In,cene. flan, 1955? gives 
greater importance to the formal elements such as the use of aots and 
scenes and the observations of the unities, and states ?II1 ser&it 
injuste dfen faire tout simplament one force affublSe a 1* antique"
(p. 16). It is true that the observation of the unities represents a 
clear break from the extraordinary loo3enes3 of the forces in this...
Jodelle was certainly an innovator, writing in the new form of 
classical tragedy, which was utterly different from the non-comic 
forms of his day. Here, he has accepted much more, discarded les3. 
A reason may be that the faroes were successful with all social 
classes in the theatre of his day and so offered something of a 
guarantee of success if Jodelle used them and simply added certain 
classical elements. .gain, theoretically, comedy is a picture of 
the life of ordinary people: the figures of, for instance,
Guillaume the simpleton or Arnault the enthusiastic soldier-scholar 
were doubtless considered sufficiently close to contemporary 
society, without any attempt to adapt Terentian characters. As 
U. Chaaard says, the play shows "un curieux LtJ effort pour creer 
une oomSdie nationals, inspires essentiellement de la r4alit£ 
contemporaine"•^
Marty-Laveaux, writing in his 1863 edition of Jodell&is
% 2 works, oalla L*Auaene "un de3 meilleurs ouvrages de Jodelle". He
9 %
... respect. 3ut these formal elements cannot bo said to outweigh 
the basic subject of the play —  what it is about —  which is 
certainly farcical.
x H. Chamard, Histoire de la Pl&ladc. vol. II, Paris, 1939,
P. 19.
• 2 ... .Les Cluvres et Ha si mess loetlcues d1 Etienne Jodelle# ed.
Ch. Marty-Laveaux, Paris, 1868, vol. I, p. 311.
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points out ’dee vers heureux" and “quelques traits de oaractere"* 
saying though that it does not show "le moindre talent de com­
position" • Certainly the play is no masterpiece of comic structure 
like* 8ayf Jonson'a .-11 chemist with its carefully interwoven strands* 
but it has at least a perfectly unified structure and in three ways 
shows a definite 1 talent de composition1• First* the unity lies, 
as I have said* in the appe-ranee of a peril and in its successful 
turning aside* without any irrelevant action at all. Another virtue 
is in the character of Augenes he is the only oharacter in Frenoh 
Renaissance comedy who develops in the course of the play, from 
recklessness to authoritative resourcefulness. And finally* the
play is one of the few in French Renaissance comedy in which there
-&*■is no deus or machina and in which (whole action steins from the 
nature of the characters. Given the arrival of Florlmond in act II 
(at the beginning of the action) and given the characters of the 
others* the action follows naturally.
L1 Aurene is the only surviving comedy out of two by 
Jodelle* the other being La rencontre. M, Balmas* in his edition 
°f A * Au-:ene. dates the play at September 1552* and La rencontre* 
together with the tragedy Cleopatra* at 1553*^ The text of Aa
1 JMl, Cit • , pp « 6—lie' ,
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rencontre does not survive, but wo know a little about its plot* 
that its denouement consisted of i group of characters finding them­
selves within a single b i s o n ’ or compartment; and that either in 
this play or in Cleopatre parts were played by 3ellea& and Jean de 
la Peruse.^ The resounding success of the performance of these 
plays is tell known.
The next comedies after Jodelle1s, Gr6vinfa La trosoriere 
and lea eebahls. resemble Lf .iU :^ ne in their metre, still the octo­
syllable; in their small scale and restricted number of scenesj and
in their immorality. Orevin, like Jodelle a student at the College 
2de 3oncourt, had his ploys aoted in University circles, at the 
College de Beauvais, in 1559 (La tresoriere) and 1561 (Les esbahls). 
La -aubertlne is probably a1-third comedy by him, now lost."* Both 
plays were published in Le theatre de Ja;ues Crevln in 1561; and 
it seems that in 1567 he still thought highly enough of them to 
prepare a new edition, for a copy of the I56I edition exists with 
manuscript changes in his hand, apparently made for a new edition by
Cf. part II below.
2 Cf. H. Chsuaard, Histolra de la Flelade. vol. II, p. 5. 
 ^Cf. Appendix B below.
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the printer Plant in whioh never appeared.1
Grevinfa interest in the theatre was wide. Saoh of the 
two comedies was performed together with other plays, La traaoriere 
preceded by the satyr—play Les veaux. Les esbahia by Les voaux and 
Gr§vinfs tragedy Cesar —  a deliberate attempt to reproduce something 
of the dramatic performances of the ancients. Ynd side by side with 
this neo-olassical endeavour, he shows a knowledge of the theatre 
in his own time, telling us in his Brief diaoours of tho plays 
s aged on moving carts in Flanders in his day. Finally, theatre raagexy 
is used in a number of his poems, especially in one sonnet of his 
Celodacrye;
4u*est-oe de ceste vie? un public eschafault,
Ou celuy qui S9ait mieu>: jouer son personnage,
3elon 3gs passion c ’changeant le visage,
Est tousjours bien venu et rien ne luy default. .
... Ainai souventes fois l1 on voit sur un theatre 
Un conte, un due, un roy a mills jeux a’esbatre,
St puis en un instant un savetier nouveau ...^
It may be partly because of this theatrical interest that it is the 
plots that are the most attractive feature of hi a two comedies: they
are restless, skilfully built up and unified, especially in La tresorlere
1 Cf. bibliography, seotion 1, below, and fig. 1.
2" ^heltre conplet et poesies choisies. ed. L. Pinvsrt, Paris,
1 9 2 2 , 9 r w .--------------------------------------------------------------
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with its financial complications, as though he were moat aware of 
this side of dramatic writing’. His characters are les3 full than 
Jcdelle’s* his language less colourful than Belleau’o.
Rerqy Belleau, as we saw, acted in the first performances
of Jodelle1 s Cleopatro and La rencontrei he was also to write verses
for Self’s e brave. His own comedy, La reoonnuo. was first p blished
in the posthumous collect ion of 1578f tmt in an apparently incomplete
form, in that a number of the lines lack a rhyme. liarty-Laveaux
points out ten suoh lines in tho play** four of them are lines
ending a scone and one of them is the closing line of the whole play*
... on souppe, Je le sena 
Je vous prirois d'entrer oeana 
31 la salle estoit aseoz grande.
Hais alieu, je me reoommande,
Ce sera jc:ir uno autrefois.
It may indeed be, as the preface Au lecteur of the 1573 edition 
says, that the play was left unfinished* but it see s an odd process 
of composition whereby extra linos should be added for tho sake of 
rtyrme at a later date, so that I am inclined to accept the imperfection 
as it stands.
The play is set in 15^3» the year of the siege of Le 
and a year after the siege of Poitiers, both of which aro mentioned
 ^Rmbqt Belleau, G.uvres roetiquas. od. Ch. Murty-Laveanx, 
vol. 2, Paris, 1878, p* 483*
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in the text, ,/e may suppose that the date of composition, and 
perhaps of performance, is the same as the date of the action. In 
any case, the play must already have been old by the time of its first 
publication in 1578*
La reoonnue’s subject is again reminiscent of farce} but 
nevertheless in one respect is nearer to Terentian oomedy than is 
Jodelle’s play: in that Belleau gives us a much more unified picture
of a bourgeois society. Jodelle’s mari complaisant and his wife, a 
churchman whose pleasures are music and hunting, and two soldiers 
fresh from the wars, are a varied collection and they give a piecemeal 
picture of their society. V/ith La reconnue we are much more clearly 
in a single unified milieu: that of bourgeois men of law and their
families. Monsieur is an advocate} Maistre Jehan is his clerk; the 
young lover i3 also in the legal world. The young woman around whom 
the action revolves is, plausibly, Monsieur’s ward} Madame, the 
neighbour and the servants discuss the problems of marriage and family 
life completely within the context of a closed circle. £o closed is 
it, in fact, that the whole atmosphere is most successfully a 
claustrophic one, of sour discontent at one’s professional or marital 
status, of selfishness, of determination to use other people to gain 
one’s own ends: an atmosphere entirely different from the gaiety of
nearly all other French Renaissance comedies.
Balf'a two plays, Le bravo and L* eunuque. have their
place in the history of French Acnaissanoe comedy as adaptations
from Plautus and Terenoe respectively* L1 eunuque makes only small
chnges for stylistic purposes, and the proper names are only
modified and not changed* Phaedria in the Junuchus becomes 'Fedri
Jouvenoeau'. It seems likely that it was performed, perhaps at
CGurt, for the manuscript now in the Biblioth&que Nationale bears
the words "Aohev6e Lendenain de Hoel devant 3our 1565% as though
it were written for some Christmas festivity. Le brave certainly
was so performed, as its title-page telle usi
Le Brave, comedie de Jan Antoine de 3alf, Jouee 
devant le Hoy en 1*hostel de Guise, a Paris, le 
.UVXII de Janvier U . i m i . 1
Preceding or following the t*ots were five ' ohantz recites entre
les aotes de la comedie', verses perhaps sung, and in honour of the
doyal Family and without connection with the subject matter of the
ploy; a variant on the instrumental music used for the same purpose
in Jodelle's L' da renet
&esme le son qui les actes sop ire,
Comme Je croy, vouo oust senble barbare,
Si l'on oust eu la curiosity 
De remouller du tout 1*antiquity.2
1 J.A. de 3alf, Le bravo* Paris, 1567*
2 -L'SUy;one* ed. 3almas, prologue, 11. 69-72. Cn 3aif's •••
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Le brave i3 rather more of on adaptation than is L1 sunn^ae:
Plantue’ a-yrgopolynicas becomes Taillebras, Periplectomenns Bontams. 
The original is sometimes out, sometimes amplified! in the last 
scene of the play, for instance, Taillebras has a speach of fourteen 
lines in which he pulls himself together ("Ay-je au moins toute ma 
perconne?") which is not in Plautus and may perhaps be a deliberate 
amplification of the braggart captain’s part.'
Jean de la Taille is a figure of transition between the 
Fl6iade and the more Itali mate generation which was to follow. ne 
of hi3 two oomedies, Le Ne/rronant. is a translation from Ariosto,
while the other, Les corrivsux. borrows its plot from Boccaccio.
2T.A. ^aley believed that it was based mainly on Parabooco*s II 
Yiluppo (1547)» "to which i certainly shows strong resemblances. It 
is also very similar to Nardi’s i. due folioi rival 1 (1513)* But both 
the Italian plays are certainly bused on the fifth story of the fifth 
day of Boccaccio’s Decameron. And La Taille’s play is much simpler
... ’’chant*", cf. Helen Purkis, "Le3 intermedes a la cour de France", 
Jibllotheque d*Humanisms et ,:ana.i^ sance. XX (1958), 296-309.
 ^The suggestion is, of course, depen ant on textual factors; 
it would be necessary to disocver precisely what text of Plautus 
was available to Balf for translation.
2 vT.A. Daley, Jean de la Taille 11536-1608^. etude hiatorique
et littSralre. Paris, 1934t pp. 193-5*
than either of the Italian ploys, so that it appears to be derived 
not from either of the Italian plays, but from Boooaocio, either 
from the original or from a French translation. Two factors confirm 
this. First, in La Taille, the heroine is recognised by a mark 
under her left par. Neither II Yiluppo nor I due felici rivali has 
thi*, but it is the device used by Boccaccio. And second, in La 
Taille the heroine bears the unusual name of Restituc, a name not 
used either in II Vlluppo or in - Oi\a felici rival!. This name 
admittedly, is not Boccaccio's heroine's name either} but in the 
form ieetituta, it appears in the succeeding story of the Uecamoron. 
the sixth story of the fifth day. The play itself may be dated at 
1562i for in act II, scene ii Fleurdelys is called "une fille Jeune 
d'un quinze ans% and in ac ; IV, scene v we learn that she was four 
or five yeqrs old when the Trench army entered Toul (in 1552). Le 
Ne.-xomant probably dates from the same period, when La Taille and his 
brother Jacques were at the University of Paris and when we know that 
they both wrote tragedies and comedies.^
Le Lerromant tnkes ita place in the number of translations 
of Italian comedies into French, which had begun already in the 1540* sj
1 Jean de la Taille states that his brother wrote "commo moy 
(selon le vray art, et la fapcn antique) Foemes entiers, Tragedies et 
Comedies, en l'Sge de 16, 17 et 18 ans” fSafrl lc furleux ..., Part*,
1572, f. 70).
but Lea corrlvamc is the first ori ;inal French comedy to be inspired 
by an Italian source. In this, and especially in that it is a non- 
draaatic source, La Taille shows his originality, Just as he did in 
bis Laiil le furieux. in showing an individual variation on tradition. 
But despite its Italian debt, Les Qorriv<:,ux (like Saul) is only a 
variation on an established tradition, not a breaking away from it 
like Le Loyer's Nephelooocugie later. In its formal structure, it 
remains cIobq to L * Lu ;one* La tresoriore, Les osbahis and La reoonnue 
It is short| it has few scenes) • its characters are few* It uses a 
farcical situation whereby two servants find themselves at the same 
place at the same time to give secret signals to the two young lovers 
who h ive bribed themj but the situation is leas developed than it 
might have been in one of the later Italianate plays of the kind of 
Tumebe'a Les oontenB.
To these various comedies we may add threo translations 
from the Italian in this early period. Charles Sstienne^ Comedie
1 Cf• Jaley, op* cit*) A. weraer, Je-un de la Taille und 
seln oaiil la furieux* Leipzig, 1908, pp. lvi-lviii.
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du sacrifice* Lyon, 1543, has the distinotton of being the fir3t 
translation of an Italian comedy into Prenoh, and is taken from 
Gl* Ingannatl of the Intronati of ^xena* It proved popular enough 
to be printed in two further edition®, in 1543 and 1556, though 
under the new title of Lea abuse z*^  Jerques Bourgeois* Comedio 
tras ela&ante* en laguelle sonfc oontenues les Amours rooreatives
d'_-.rootrate ...... at do la belle ollmneat ?arla, 1545, from
Ariosto* s I lupppaiti* unfortunately does not survive, thcu^ the 
very preoiaion of the title, given by Le Valli&re in 1768 , seems 
to show that it did in foot exist* Jeaa-fierre de Meanes* Conedie 
de3 oupposeg* too, seams to have been a good deal less popular than 
Etienne*s play, in that the first edition (Paris, 1551) exists in 
a re-issue of 1585t some thirty years later, consisting of unsold 
copies of the first edition provided only with a new title-page.
It is surely remarkable that two of these three tronal tions, 
and La Taille* s Le Ke.xoaant as well as Godard* s Les des, .uisez later 
in the century, should all be from Ariosto, when very large nuubers
 ^The first edition io rare* a copy in the Bibliothbquc 
de 1*Arsenal is oited by Horo-uonval, Traductions at adaptations 
fr^tfaises du theatre Stranger* vol* 3f Paris, I9S0, p. 70. Cf.
H. v. Lawton, "Charles S tiennQ et le the£treM, Hevue du seizieme
sieole. XIV (1927), 336-47*
2 Bibliotheque* vol. 3, Dresden, 1768, p. 243.
of other Italian comedies were by this time in existence and in
print* It is yet another example of Ariosto’s great popularity in
Priuioe in the 16th century in various literary fields, including
Xthe related one of tragi-comedy.
The whole question of trftnslatian and imitation, of course,
has a particular significance when it is considered in the context
of the literary theories of the time, according to which translation
2was a highly acceptable form of literary endeavour. Thomas Sebillet
could write in 1548« 'La Version ou Traduction eat aujourd'huy le
Po&ae plus frequent et mieus reoeu des ostimds F5$tes et des doctos 
2lecteurs and the example of, sey, Airyot, and countless others 
throughout the century confirms this. The less direct form of 
imitation was by so much the no re acceptable. Dp Bellay's idea is 
well known, that the writer should take over elements from his models
Garnier's Bradamante. the first surviving iragi-oomedy, is 
from Ariosto* so, presumably, w;<s the lost La belle Genievre, per­
formed at Fontainebleau in 1564 (3f* G. Cohen, "ilonsard et la 
thfedtre". Melan res offorts a Henri Chamard. Paris, 1951* P» 124). 
Cf. A. Cioraneacu, L'Ariosto en France .^Par is. 193Q» / X
2
m Cf. esp. Grahame Castor, Pleiads Poetios. Cambridge, 19&4, 
in particular chapter 6 'Imitation of model authors', pp. 63-76*
3 'Art Aoetlaue Iraacoys. ed. F. Gaiffe, Paris, 1938, p. 20.
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(who might b© Greek or Rotten or Italian), should assimilate thorn
to beoome as it were part of his own flesh and blood, and then out
of then, once assimilated, should produoe his own works. Actual
literal translation found less f vour in hi a eyes, though some of
his own poems ora in faot almost direct translations from the
Italian. Sebillet, his opponent, on these grounds was able to
accuse him of hypocrisy;
3i je fay mo ins pour moy en tradui3ant anciens 
autours qu* an c5reliant inventions nouvellee, je 
ne suy toutefoi3 tcmt a roprandre quo oeluy qui
se vante d* ivoir trouve, ce qu*il ha mot a mot
traduit &ds autre3.1
But it raaained a f^ct that translations and imitations from the
Latin and from tho Italian found sufficient favour in ilenaissance
eyes for there to have ben i constant stream of them thou^iout
our period. For oomedy perhaps more than for other literary genres,
the point is an important one, and we shall return to it.
The genre of oomedy, the^, has its place in the Pl6iade*9 
literary activity, /ionsard himself seems to have taken part in it, 
for his biographer Claude Binet tails us that he translated 
Aristophanes* flutus while at the College de Coquerot. If this were 
so, it and Le Loyer*s Nephelococu :ie of 1579 would be the only known
1 noted from H. Ch smard, Foa-ohim du Bel lay. Lille, 1900.
translations of Aristophanes into French in the 16th century.
But it has not survived* and a lutus is also attributed to Bolf,
who, as we knew, translated or adapted two Latin comedies and iiay
wall have translated this also. ithout further evidence, we 
cannot do better than adopt M. Lebegue’s ingenious suggestion that 
tho translation was a joint undertaking of the two while at the 
College de Coqueret.1 —  There are also other marginal connections 
of Aonsard with the theatre* the '’chant’1 which he wrote for Batf1 s 
1 q brave. or the liking for faroe which he shows in the Alegie a la 
Koyne of 1564*
uand voirrons-nous sur le haut d'une scone 
Xuelque Janin ay ant la joue pleine 
Ou de farine ou d* anore, qui dira
Xuelque bon mot qui voua rSjomira?2
In the time of the Pl6iode, ten comedies at least ware 
written* two were performed at Court, whioh was not a 3mall achieve­
ment* Belleau and Jean de la ?4ruee acted in the performance of 
La rencontre with Cleopatre; Atienne Pasquier, Jean Vauquelin de la
Tableau, p. 301. Xustave Cohen, in his ’’iionsard et le 
theatre”, p. 123, suggests that the translation was neither by xonaard 
nor by Balf, but by Dorat. Cf. sRso Xonsard, G.uvres ooi..;iates. ed.
P-, Laumonier, VI, p. 462 and n.
Gfovres completes. XIII, p. 148.
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Fresnaye and Fognebac (father of the author of Les oontens.) saw 
the performance. Verse for Le brave wa3 written by Vasquin Philieul, 
Konsard, Belleau, Besportes and Balf himself. It is no exagger tion 
to say that at this early period, oomedy was a genre that owed its 
existence almost entirely to the students of the College de Boncourt* 
first Jodelle, with hia fellow—students Belleau and La I druse as 
aotorsf then Belleau hixnsolfj while La Taillo and Crdvin both 
studied thereLoiret and Buchanan, both teaching at the College do 
Bcnoourt in the early 1550*8, may perhaps have encouraged this 
produotion, though they themselves wrote tragedies only and not 
comedies.
Ten plays are not many, in a period of twenty years.
Italy was producing far larger numbers of coiredies at this time; so 
was England, fifty years later. The number of tho comedies is not 
so important as their qualities $ but still, we may ask why :here were 
so few. First, it is certain that the comio genre was less highly 
rated than the tragio, as we shall see when we oome to examine comic 
theory in the Henaissancei it dealt with bourgeois rather than 
nobles, it showed comparatively trivial matters for entertainment 
rather than high moral ones for edifioation. Doubtless Terence was
1 Cf. H. Chamard, ‘iatolga de la PlSlade. vol. II, pp. 5-3.
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highly esteemed; but it was for his rhetorical qualities and 
not for his moral ones; while authors like Virgil had their share 
of esteem# second, on practical grounds; of all literary woe :3 , 
plays cannot exist only on the printed page; they need a theatre 
and a whole theatrical tradition. The PlSiade generation had 
only fellow-students to use a3 actors, necessarily amateurs without 
any established tradition. The livin; theatre of the time had only 
trivial farces as a comic genre. These authors, then —  Jodelle, 
Crfrvin, Belleau, La Taille —- were faced with a choice of a living 
theatrical tradition in the farces, or a University milieu without 
permanence or experience; and all of this first generation seem 
to have tried to oreate, and to have succeeded in creating, a 
fusion of the two. But they still lacked theatres and actors; and 
practical reasons of this kind doubtless partly explain tho siaall 
number of comedies written at th * time of the FlSiade.
In the late 1570* st a *wv’r period begins not only in 
the history of comedy but in the literary scene as a whole, The 
Italianism of the time of the Pldiade, that by reaction had for a 
time become loss evident in France, now returns in a different way, 
and in strength. Translations and adaptations of Italian works 
appear; Italian music and literature become talking points; and
in the theatre particularly, the situation is completely changed 
by the enormous success, hitherto only sporadic, of the travelling 
troupes of Italian actors.
The translations and adaptations are legion. ne of
the most prolific writers was Gabriel Chappuis, who by the sheer
volume of his work and the kaleidosoope of his interests rssariblos
the other writers of comedies i ierre de Larivey and i'ra&fols
d’Amboise, The full stream of his literary production i3 around
the late 1570*8 a^d early 1580*a —  precisely the period which
concerns us here. Italian literature concerns him most of all.
One book in particular interests ua here: the 1503 edition of hie
translation from Antonfranoesco Doni1 a I ondit 0ea aondoo ca 1 e:.tes.
terro3trej at infemaux ... ircra dea oeuvres de J 111 riorentin# par
} AHULL CHAPxUIS Tour ua jean. jo pula raveuz# corrij^ ez et aug^ntejs
du Honda dea CvWOZ ... par F«C.T. [Francois (?) Chappuis TourangsauJ,
Lyons, Barthelemy Honorati, 1503# 1 .iondi, first published in 1552,
« ■ * 
was a collection of dialogues, Lucianic in form but without Lucian* s
trenchant wit, adopting a variant of Lucian’s Vera Historia: a satire
on this world by a supposed description of another. Chappuis first
Both the 1583 and the 1580 editions (see below) have 
’•F.C.2."! but there is no doubt that the work as a whole is by 
Gabriel Chappuis.
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published his translation at Lyons in 1578.1 A second edition,
of 1580, claims on tho title-page that the ■ onaes are here "reveuz,
corrigez et augmentez du ionde des Oomuz par F.C.T,"; but in fact
they are no such thing. The onde dez Comuz first appears in the
1583 edition (though its existence earlier may be presumed from the
;£tantion in 1580), and it includes a comedy, L^vare cornu. V.e are
to imagine the situation of the prologue to The 3e :>car*3 Opera: to
prove a point (in this case about cuckolds), Le Poete takes Le turiaux
snide and has a play acted before him:
Je vous feray 3ortir main tenant quelquea personnages 
qui vous demonstreront par la Scene Coraique une autre 
uaniere de oornus que vous ne pensiez et vous feront 
toucher au doigt ce que je vous nye lsIc * ’’dye”?]: 
car la ohosa represent^© au vif ainai qu’alle ha estd
faite, ha plus dfenergie et d*efficaco, que ce qui se
deolare par parolios.<
In between the five acts, and after the play, there are discussions 
between the two onlookers. This play, L*avare cornu* appears to be an
original creation by Chappuis —  so, indeed, does the whole of the
onde des cornuz —  a point which I have never seen sufficiently made
1 Lea aondea celaatea. terr*atrea et lnfem»ux . e. Tlrez des
oeu/ras de Jpnl ?lorentlr.. par J ibriel Chappula ?ouran ;eau. Lyons, 
Bartheleay Honorati, 1578*
2
1583 edn., p. 666.
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clear.~ No edition of Doni that I have seen includes an Italian 
original of this section, so that Chappuis in fact appears to 
have appended his own original contribution to his translation.
The title-page of the 1583 edition is in fact ambiguous: "reveuz,
corrigez et augmentez du Ivlonde des Comuz" could mean that Chappuis 
was the author of the additions, or merely that he was adding more 
translations to this 1583 edition. But in view of the absence of 
an original by Doni, and the very traditionally Frenoh nature of 
the play, it is most likely that the play is by Chappuis.
The play itself reminds us of the earlier generation in
its combination of farce elements ffith modem ideas of the comic
ideal. The avant-.jeu repeats some of Jodelle1 s claims:
Vous orrez 1'antique sujet 
St non le stile trop abject 
Des basteleurs aui veulent plaire
Tant seulement au populaire.2
In his article "L1 avare de Doni et L1 avare de Holi^re", 
Revue dfHistoire Litteruire de la France. I (l894), 38-48, Smile 
Roy bases literary judgements on the unfortunate assumption that 
Chappuis1 play is necessarily a translation of a play by Doni, 
existing but not found by Roy. Toldo, five years later, in a 
footnote to his "La comedie fran9aise de la Renaissance", ibid,, 
VT (1899)* 571* attributes "une certaine originality" to
Chappuis in the section Le monde des cornua.
2 1583 edn., p. 669.
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The play itself, like LfCairene, has five acts. But there are
fe.7 other classical elements: like L*„,u,rone. its simple plot
derives from the farces (a vielil rd amoureux .ind his amorous 
adventures) and its metre i3 octosyllabic like the farces• (nly
by its inclusion in a translation from the Italian does it provide 
a link with the new .generation.
One of the more interesting figures —  though his 
comedy is unfortunately lost —  is Hieroame d'Avoot. In 1583 he 
published his Essaia Ac Eierosne d'Avost, de Laval, sur lea 
aonets dlvln i etrarque, a slim book elegantly produced: essais
not in Montaigne's sense or in ours, but experiments or attempts 
in translation. The sonnets are few in number out thoughtful in 
technique and presentation. D'Avost has a more than academic 
interest in translation and ita problems: the dedication discusses
the ways in which he is naturalising Petrarch, while at the end of 
the book, for comparison with his own versions of the same aoeiaa, he 
prints four translations of Petrarch sonnets by other poets: two
by Vasquin Philieul of Oarpentras, and two versions of Kor ohe’l 
del .... one by Pelletier and one by Jitienne du Tronohet.
D'Avost's interest in the Italians extended to comedy.
La Croix du lalno reports * that he has made a translation from Louis
1 La Croix du .!aine, JioliotheQue franoolse. Paris, 1584*
[1772-3 edn.x] I, 373.
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Domeniohi, called Les deux courtisanes. which is now (1564) ready 
for publication. As far as we know, it never appeared, and La 
Croix du nine's is the only evidence that we have about it. That 
should /be reliable evidence, ho over, for d'Avost's book actually 
contains a sonnet "A -ionaieur de La Croix du laine, sur sa 
3ibliotheque,,.i
The pattern of Chappuis* and d*Avost*3 achievement —  
an interest in literary creation, largely based on Italian models, 
with a bias towards translation, and an interest in comedy as one 
part of that creative activity —  is on a small scale a pattern 
typical of two of tho other known comic writers in France in the 
*70*0 and *80'sj Pierre de Larivey m d  ?ran9oi3 d*A.-iboiae. It 3eeas 
likely that Odet de Tumebe, too, had he lived, might have written 
in the came pattern, for his one play, Lea oontens. shows him to 
have had a oloser knowledge of Italian literature than a mere passing 
interest could account for. Aho philosopher Giordano Bruno, visiting 
Paris in 1581-3, published his comedy there; it may well have been 
?rench influences cf this kind that inspired him too to produce this 
side-product of his other very different works.
In the Poesies appended to the Jssais (but dated 1583)9 f.ll. 
The poem by Philieul provides a link with the earlier generation of 
comic writers, for as we saw Philieul wa3 the author of one of the 
"chants recites entre les actes de la comedie” of Half’s Brave in 15^7»
Pierre de Larivay fits the pattern oloaely. His ploys 
are not the isolated products of a single enthusiast for the Italian 
theatre, but rather fit into the variegated literary production, of 
many different kinds but always I tali anat a, of a oirole interested 
in the same kinds of models and literary techniques, producing the 
same kinds (and the same voluae) of works. Larivey*s interests were 
as wide as any* hi3 liults facetieuaes are translated from Straparola, 
the Filosofie fabuleuse from Firenzuola and i)oni, the - hiloscphie et * 
institution morale from riocolomini, the Iiumanite de Jesua-Christ 
from Aretino, the Velllea from Arnigio. His 19th century editor 
Fournier saw him as a Renaissance Jekyll and Hyde, turning now to 
sacred works, now to profane ones (' ipres oette debauohe de traductions 
oojolquee, ou la deconce avait eu fofct a souffrir, notro chanoine 
trouva bon de ae purifier par un peu de philosophie et de piete ... 
lui-mime vivait, malgre le oontraate de ces Merits si m5les, avse 
toute 1* Edification d*un chanoine honnete et p rati quant”) Certainly 
a glance at Larivey* s comedies will show that they might well represent 
one side, in moral terms, of such a characterisation. For us, we need 
only regard him, I think, as a man of wide interests; and if we place 
him in the oontext of the group in which he moved, we can 3ee that
these wide interests are in f ~ot typical of the whole groups L irivey,
1 Le theatre franc-.ia au .vie et au XYII sieole. Pax is, 1371, p.56.
. rL J f -( ’ . _ _ _ jj-. . . _  BH
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d!Amboise, Chappuis, d’^ vost, Gabriel Le Breton, And others connected 
with the group even if not authors of comedies such as T: envois de 
Belleforast or 36roalde de Vervillea a literar ooterie who unlike 
the Cinq. Auteurs left no collective works, and who unlike ..iadame de 
hambouillet's friends loft little direct evidence of actual meetings, 
but whose friendship i3 shown by ?. whole aeries of limlnazy verses 
(to be found in numbers in the pages of Laohevre), by dedications, 
even sometimes by "L’lmprimeur au ? eoteur”.^  The most Constant of 
their preoccupations was tm interact in the literature of Italy.
All nine of Larivey’s comedies —  indeed, all twelve,
if we include the three that were not eventually published —  are
dedicated to Francis d*Amboise. The friendship between those two was
a long one. As early as 1573 a sonnet by Larivey was included in a
2work by the young d'Amboioea La - olo ;ne. while the dedication of his 
seoond collection of ploys, in 1611, is nearly forty years later. It
For instance, the intriguing note by the printer of df i boise's 
translation from Crazio Landi, Ho/yets faoetioux et plaisantos h;irem-ans 
funebren cur la mort do divers animaiiz* Paris, Hicolas Bonfonc, 1583a 
that the translation was originally to be made by Francois do 3elleforest, 
who however passed the task on to dfAmbolsei that d'Amooise had acdepted 
it as an honour, although extremely occupied with journeys to Germany and 
Italy.
2
la ’^ o ^ o a  de r.-qgol: d-» boyae Pa-rlsien. Au tros-vlcterleux 
rov Henry, sur les occurrences de l1 election, et observations des ohoses 
nlm: ai ^ e^ -o uemoire veiies car l'autheur en son voya ;e. 'M diverses
lary-jAes. P a ris .I> e n ls  Du ? r e . 1 5 7 3 « f .  lOv. ' ' *
is difficult to discover precisely what their relations were, 
Larivey, though a canon of Troyes who at least towards tho end of 
his life is known to h .ve performed hia duties in residence at 
Troyes, implies in a publication of 1530 that he has served H, de 
Pardessus, "oonseillor du Bay en la cour de i  arlement de Paris”, 
in some capacity for twenty years. This, presumably, in Paris. 
P’Amboise, though from 1531 to 1505 and again in 1539 a- member of 
the Parlement at hennas, does not appear to have exercised his 
office there,1 and to judge from his many publications in Paris 
remained largely in that city. Something of a clue is provided by 
the 3ame publication of Larivay —  Piooolomini* s Philosophic et 
Institution morale —  in whose dedication L&rivoy writes to 
iardessus, 'ce grand politique F iccolomini ayanfc apprin3 la langue 
fran^oise en voetre aaison et k vos deepens”. This seems to mean 
that the translation was made in I ardessus* house, presumably while 
Larivey was in his service in s me capacity, and at a time when 
d*Amboise and Pardessus were professional colleagues. It should be 
noted that not the least of I iccolomini1 s many works is tho oonady 
. f Jeasandro} there is more than the ordinary family likeness of 
any two ionaissance braggarts between Piooolomini1s Captain I alagigi
1 Cf. F. faulnier, i-irlement de Jreta&ae 1554-179.
i.onnes, 1909» p* 26.
and dfAmboise*s Dom Dieghos, while Dr. Specter sees a number of 
resembl-ince^ between the piny and iurnebe’s -ea oi.ntens.x Phe 
connection with d’Amboise Is strengthened by a translation which 
d’Amboise made from yet another of Piocolomini*s works* the
Dialo. rues et devis des damolsellua. which went throat at least
2four editions by 1533*~
A colleague of d*Anboise, though younger than he, was 
Odet de Pumebe. h’umobe died in 1531 at the age of 29, uid only 
one major work of hia survives* the comedy Lea oontena. Tho play 
was published in the same year (1534) as d*Amboise*3 Les Neapolit- 
aines (thougn both plays are earlier)} the Italianate nature of 
both ploys, the reading \rhich both presuppose, the use of the comic, 
are so strikingly similar, that some connection between the two men
* Odet de Pumeb^e:, Les oontena. ed. N.B. Spector, Paris,
1 9 6 4 , PP* 146~l67*
2 I have seen two editions* Paris, Vincent Nonaand, 1581} 
and Paris, Robert le Aanjnier, 1583} two Lyons editions, ona without 
date and one of 1583, both Benoist Rigaud, are cited by 3audrier, 
Biblio.Tr-phie lyonnaise. Ill, pp. 188 and 378} and a Lyons edition 
of 1577 is cited in the .Ho.rr--.hia universelle. vol. 2, Paris, 1811, 
p. 25.
seems likely. One would expect it in any case from the professional 
links. ;vnd the society in which both men moved - legalistic, 
intellectual, Itaiiaaat© —  was a small one. Pardessus* house may 
well have entertained these two os well a3 Larivey. Piooolomini* s 
oomedy L* Alessandro* as y/q saw above, appears to have boon known to 
i’umebe, which would fit in with the translations from that author 
made by both d’Amboise and Larivoy.
D’Amboise*a play, Lea He ap.olit nines. is the only surviving
comedy of his out of several which ha says were acted* “veiios et
receue3 aveo un indicible plaisir."1 La Croix du i^ ainc says that he
2wrote four comedies in all." Phi a one is lively, entortaining, 
though probably less successful than his friend Jdet de Tumcbe’s 
bos oontens; Professor Larrton calls it ’’undoubtedly one of the best 
of the century”.^  It borrows from two main plays* Terence*s unuoh 
and either the Climpia of i)ella w orta or the .qx^ellca of Fabritio de 
Pomaris (the Lx^elioa. a© we shall 3ee, is simply a reworkin’ of the
 ^Fra&fois d’Airiboiae, Los lie ipolitaines. Paris, Abel L* n;elier, 
1584, f. 2.
2 „ _Bibliothbque frrmooise [1772-3 edn.J, I, 201.
3
Handbook of French onui- ....jioq Lroaatio Theory. * onohester, 
1949, P. 83.
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Olimpia) Neither of these two last plays, however, was published 
before Les Neapolitaines* so that wd must assume either that d*Amboise 
knew a manuscript copy of one of them or that he saw a performance, 
whether in Italy or in Prance. . .oreover, he must ?. we gained his 
knowledge of one or other play well before 2 December 1583* the date 
of the privilege of his own comedy* »¥e know that the Angelica was 
acted in Franoe in 1584* before its publication in 1585 (Fomaris 
refers to this in his dedication, as we shall see)* so that it may 
well be that it was in fact also acted there even earlier, that 
d*Amboise saw it and used it for his play* Fomaris tells us that
he has had the model for his play —  that is to say, the Olimpia —
in his hands for some years, so he may well have used it for acting 
purposes before 1584*
Les Neapolitaines is today one of the rarest of 16th 
century books* I have traced only two copies, both in the Jibliotheque 
de 1'Arsenal in Paris. A slight bibliographical point arises: the
two copies, although both of 1584* are not identical* The title-page
of one describes the play as •facecieuse*, the other as ffort facecieuee*
 ^Bayle called Le3 Heapolitaines "la traduction dfune comedie 
italienne" (Dictionnaire historique et critique* 3rd edn*, Rotterdam, 
Michael Bohm, 1720, I, 175)> its 19th century editor, Fournier, 
wrote that it might indeed be a translation, like Larivey’s plays, and 
that an Italian original fori it might one day turn up (Le theatre 
francais* p. 132). As yet, none has. I hope to examine the question of 
sources more closely in a new edition of the play which I am preparing.
an alteration which has necessitated ohanging the setting of the 
type* and the privileges differ.^ Possibly two impressions are 
concerned, or possibly the differences were introduced by L*Angolier, 
the printer, in the course of printing*
In precisely this period —  in 1582 —  one of the
masterpieces of Italian comedy was published in Paris: Giordano
2Bruno* s II Uandelalo. Critics are unanimous about the excellence 
of this play, which is nevertheless the philosopher* s only dramatic 
work, for its liveliness and wit and for its use of the dramatic 
possibilities that the genre of comedy offers. We know that Bruno 
was in Paris from late in 1581 to (at latest) June 1583*J the 
activity of the French literary circle there which we have just 
discussed, as well as the popularity of the Italian actors and 
Italian theatre there may have prompted him to publish —  indeed, 
perhaps even to compose —  there rather than in Italy.
ithin our period, two translations of II Candelalo were
 ^For full details, see tho bibliography below. 1 k
2 Candelalo oomedia del Bruno Nolano Aohademioo di nulla 
Aohademiai detto 11 fastidito. In Trl^tltia hilarls; in Hilarltate 
tristia. In Pariggi, Appresso Guglelmo Giuliancy, 1582. No privilege.
Cf. Frances Yates, Giordano Bruno and the hermetio 
tradition. London, 1964, pp* 19C, 202-4.
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made into French. One was printed in 1633 as Boniface et la ledanti1
one is still in manuscript, in what is probably an early 17th century
2hand} both are anonymous, The first is a poor effort indeed. Its
author writes, in the preface Au lecteuri
Ceux qui lfauront leue ill Candelaioj en son 
original, recognoistreront aisement combicn de 
choses il m’a falu retrancher, et oeux qui la 
regcrderont de prez, telle qu'elle sort de mes 
mains, se douteront bien combien il en a falu 
changer. Les Autheurs qui a*attachent aux 
naivetez de lour langue, et aux particularitez 
de lour nation, comme font principalement les 
Comiques, sont plus a imiter, qu1^  traduirej 
une trop grande fidelity mfeut rendu ridicule, 
et c’eust est6 proproment en oette oocasion 
qufil se fUt fait des vices Francois, de 
vertus estrangeresi Tu ne trouveras done pas 
tousjours icy les raesmos choses, quoy que tu 
trouves le me sine sub jet, non les mesmes ren­
contres, quoy que de 3emblablee, mais plus 
modeates* en un mot, si quelque liberty, du 
moina point de libortinage. Adieu.
This is no proud statement of confidence in one’s native language 
andtthe cdnsequent necessary teohniques of imitation, such aM we might 
have found at the time of the PlSiadej rather, principally, a state­
ment of purification of offending passages, which in tho case of a
' ->oniface et le pedant comedie en prose. Imitee de l1 Italian 
de 3runo Nolano. Paris. Fierce Menard. Ib33.
2 Bibliothkque Nationals, IS* Pr. n.a. 2879, ff. 226-243v.
Cf. biblig^aphy below.
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play Ilk© 11 Candelaio is as absurd as Dr* Bowdler’s enterprise, 
and as unsuccessful. If we examine the text, as we are invited to 
do, we find that it is a out rather than an altered version of the 
original, and we also find two other curious facts: first, not all
the passages which might be considered offensive have roally been 
removed} and second, certain passages which seem to us today 
theatrically lively and morally inoffensive, have gone. Thus, the 
play on as ini and animi in I, iii, remains, Bruno* s text reads:
Bartholomeo. In questo tempo s*inamord il Petrarcha, et 
gl*asini anch’essi cominciano a*rizzar la coda.
Bonifacio. Come huvete detto?
Barth. Ho detto che in questo tempo ae inamord il Petrarcha, 
et gl*animi anch’easi si drizzano alia dontemplationa.l
And Boniface et le Pedant:
Bartholomeo. Ce fut justement an oe temps-la que Fetr.orque
devint amoureux, et c*est auuoi en oe tempa-la que les asnes
coomenoent a dresser la queue.
Boniface, .ue dia tu?
Barth. Je dy que ce fut juatement en ce temps-la que 
Petrarque devint amoureux, et que c*est aussl on ce temps-la que 
les ames se dressent a la contemplation.2
A lively passage in I, ii, where the character Boniface refers to,
and-indeed quotes, a poem by the Vtohadamioo di nulla Achudemla" —
1 1582 edn., f. 4 verso.
2 P. 6.
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who is, of course, Bruno himself —  disappears • iio does the ainuaing 
note in the .aygunento on the three principal elements in the play,1 
The manuscript version, in the Bibliotheque National©, 
probably of the early 17th century, is a different translation from 
the one printed in 1633* For example, the play on aalni and arnM 
referred to above is translated as followsi
Bartholomeo. Dans ce temps la petrarque devint amoureux et 
les &snes aussy coasnenoent a dresser la queue.
Boniface. Coament aves vous dit?
Barth. Jay dit que dans ce temps la petrarque devint 
asoureux et que les (."^sp^its” struck out and "ames'1 substituted] 
ames aussy L"se dressent" struck out and "s’elevont" substituted] 
s'elevent a la contemplation.^
But it seems to be a mor^ or less close translation of Bruno*s ply, 
and although it is interesting that it should have been made, thi3 
straight forward translation need not concern us here. There appears 
to be no evidence which might connect it with any specific person or 
troupe•
. ith the Anrelica of Fabrlzlo de Fomaris, we return to 
strictly stage historyi the Italian troupes in Paris. A very full 
collection of documents xmblished by .rmand Baschet in 1382 still 
remains the essential reference work} little new evidence has been
1 Cf. oh. 6 below.
2 B.N., MS Fr. n.a. 2879, 226 verso.
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discovered since then. From his book, and from a study of the 
French theatre as a whole, it is clear that the success of the 
Italians in Paris from 1571 onwards was of capital importance. The 
Celosi, the Confidenti, the Raccoltij thoir success and their 
influence are undoubted even if our knowledge of their repertory
and even of their names is limited. One important text in that
2repertory is Fomaris1 -n calica.
Fomaris was the leader of the Confident! and a specialist 
in the role of the braggart soldier, that sure sucoesa on the 
renaissance stage. As the braggart soldier, he oalled himself ”11 
Capitano Coccodrillo". John Sliot probably saw him in aria, and 
he included him in one of the dialogues in his Qrtho-epia ga-llc 
London, 1593-^ even have a contemporary print and an oil painting
1
1 Les ^ om£diona JJialiens a U  cour de Franoo sous Charles I,;. 
:.onrl III# Henri IV et XIII. Paris. 1862. The influence of the
Italians an Fronoh oomedy has been discussed in three recent art idea i 
R. Lebegue, "La confcdie italienne on France au XVTe siecle", Revua de 
1 i11ergture oomparSe, XXIV (1950), 5-24* R.C.D. Perman, "The influence 
of the commadia dell*arte on the French theatre before I64O", French 
Jtudies. IX (1955)* 29 3-303| N.B. Speotor, "Odet de Turaebe’s Les 
oontens and the Italian comedy”, Frenoh studies. XIII (1959)» 304-313­
2 Angelica. comodi a de Fabritio do or: .aria Lapclitano detto 11 
Capitano Coocodrillo Comico Confidante. Paris, Abel lUnjolier, 1565*
Cf. Frances Tates, A study of Love*8 Labour's Lost. Cambridge 
1936, pp. 50-72, 163, 177-
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of him in his role of Coocodrillo, living up to the thunderous
captain of his play.1 inielioa. in which the captain is called 
Coocodrillo| is a reworking of the comedy Olimpia by Giambattista 
Della Porta (in which the captain is called Trasilogo). Fomaris 
says in the dedication to the )uc de Joyeyise (in whose house he 
says it was acted) that it is baded on a comedy given him by a 
Neapolitan gentleman in Venice "mi fu da un genti 1-homo Napol- 
itano virtuosisaimo spirto, donata quasta comedia" —  quite possibly 
Della Porta himself, who was like Fomaris a Neapolitan and who 
spent a considerable time in Venice at this period. The theory 
that Fomaris constructed his play on a comnedia dell1 arte scenario
by Della Porta (rather than on a full-length coramedia erudlta by
■ . . .him)4' appears to rest on an unsupported statement by the ISth century 
scholar Francesco Bartoli.^ In fact, the play is so similar to 
Cllm jia that no other source comes into the question.
Angelica was acted, according to the dedication, in the
1 Cf. fig.10.” » ‘ JlT • ’m. * * , ■
2 „ «For example, in M.T. Herrick, Italian comedy in the
itenaisaanca. Urbana, I96C, pp. 216-22, where the theory is used to 
support an argument in the text.
J Aotizie istoriche de* oomlci ltaliani. Padua, 1781, I, 230.
The question is fully dealt with by Louise G. Clubb, Giambattista Della 
porta. Draff it 1st. Princeton, 19&5* PP* 250, 305-6.
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house of the Due de Joyeuse. As a vehicle for Fomaris in his rolo 
of Coocodrillo, as we see him in the painting, ii is excellent; but 
we should not assume that the changes from his model were direct^ 
exclusively towards the development and expansion of this role. He 
says that his model was ’ da me vista, et in qualohe parte idbollita,
6 fiorita, per quanto con la Comica prattica sapevo introduce}idoli
il Capitano Coooodrillo con aloune sue rodamontato,,.i In fact,
Coccodrillo's role is by no means disproportionate (IV, ii is the
last soene, by no means near the end, in whioh he appears). (limpjqu
has been changed aeoordinj to Fomaris* taste ("iubifcilita, 6 iorita”)
as a totality, in many details outside the captain's port, doubtless
to suit the troupe as a whole of which Fomaris was leader.
jltq11o&« then, is a ccamedta erudita —  not a ooamedia 
dell * arte —  acted by the Confident! in Paris. It can hardly have 
been the only one of its kind. A professional troupe does not develop 
the technique necessary for suoh a performance for the sake of a 
single play. Moreover, the little we know of the 16th century Italian 
troupes tells us that they performed both oom&adie erudite ancl corsiaedle 
dell'arte; two genres, and techniques, related but certainly different.
* Dedication, f. a ii verso.
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He may add. to this the scraps of evidence that we have about the 
performance of comedies in Prance at this time (sixch as d’Amboiao’s
plays "veuas et receues aveo un plaieir indicible") and it seems „ulte 
clear that the dramatic production of Prance, at least in the 1570*s 
and ?80*3, was set within the context of active and frequent stage 
perf ozTQances.
One such stage performance is that at the QteSteau de 
Pougy in 1505* it very probably concerned either Larivey or 
d'Amboise, it is worth recalling it here. It was a performance of a 
comedy at the baptism of Henri, due de Luxembourg, on 16 January 
1585 ^n.s. 1586] at iougy. The festivities includea banquet, "et 
spree souper force iiusique, un grand 3al, une Comedie, et toute autre 
sorte d’esbatonents et recreations hormestes, qui durersnt Pespace 
de troie Jours".'1’ The words are from the description of the Ji sc ours 
sur le bapteame de Henry de Luxembourg Prince de Tin/try. Drcsse par 
.vaiatre Pulllaums de i’alx -oyon en Idolise de Troyes 1 that is, by a 
colleague of Larivey. The baptism was administered by the 3ishop of 
t’royes. That the oomedy was one of Larivey*s seems at least possible; 
it would be confirmed by Larivey*s dedication of his Olvera discours 
(from Cappelloni) to Charles, Henri’s cousin, anohher member of the
x N. Vignier, Hlstolre do la malson de Luxembourg. Paris, 
1617, P* 392.
55
hoUwd of Luxembourg. Charles, too* was the dedicatee of d’Amboisa*s 
Les flea^olitaiaes. The connections seem to be t o many to be 
fortuitous.
In 1599, fourteen yoars after publishing Angelica.
Abel l'Angelier published a translation of it into French: riv-digue
Comadio. de Fabrics de Fournaris ffanolitain* dit le Capltaine 
Cocodrlllo Coaicma Jonfidaat. ia .alcj an Pr jola, des. X^ypaea 
Italienxic- et ^8p?gnolXe. par le uieur I.J. The ijap in time io 
surprising. "Le sieur L.C." may well be "Larivey Champenois*’, since 
the adjective appears on the titlo-page on all Larivey* a ac-aiowl3dged 
works ("Pierre de Larivey Champenois")* if so, th gap in time would 
be parallelled by the equally surprising gap in Larivey* s ackno ;1 edged 
drt aatio publications, between the 1579 edition and the three sub­
sequent plays thirty years latev, in 1611. The attribution is by no 
me m3 oortain, however. In all Larivey*s nias acknowledged plays, 
the action is modified 30 that the plays may be "representeeo comas 
advenues en France": the place-names are changed, the savour of
French colloquial speech replaces the Italian. But Angslic.ue takes 
place in Venice, like its original* even though its pro3e style is 
lively enou^i. The preface 1 larriiaeur au Lee aur tells us only that 
some small changes have been made in the translation, There appears 
to be no evidence other than the initials connecting this
translation with any specific troupe or literary circle.1
Vhen llontaigne travelled to Italy in 1580-1, he bought
2in ?loronco *un paquet dfonze comedies’’. He can hardly have be n 
alone in this, and in fact many of th8 copies of Italian plays now 
in i'rench libraries have probably been in France since the 16th 
century. Larivey, to transl ite hia nine plays, must have had 
access to his nine originals, and 'urnefce and d’ boise, too, 
unless they saw their various .aodela acted by Italian troupes, muet 
have known copies of thorn. D'Amboise, who oertainly travelled in 
Italy, may well have done as ontaigne did. But some suppl ament 
to these imported copieB was feasible, and two Ptrio printers saw 
a commercial opening in tho raode for Italian things: Jerome de
tlamaf and the widow of Guillaume Cavellat, who published in 1585 
a raprint of the old f aclng-page translation of Ariosto’s I Suppoaitl
The printer is Abel L'Angeller, the same who printed 
Larivey1 s other plays and dMmboise's Les NoapolitalnQa; but in view 
of L’Angelier*a considerable other productions, this is scanty 
evidence. —  The Italian version was onoe more reprinted, in Venice 
in 1607* the dedication of this edition refers to "L*Angelica Oomedia 
del Capitan Coocodrillo, stampata gia in Pariggi'*. This new edition 
is perhaps curious, since the p la y b  close original Olimpia had already 
been reprinted in Venice in 1597t the fir^t Naples edition of
1589 (cf. Clubb, Giambattista Jella Porta, p. 310).
Journal do Voyage en Italic, ed. M. Hat, Paria, 1955* P* 19'2.
Cf. above, p. 42, n.l.3
by Jean-Pierre de Mesmes.1 It is something of a bibliographical 
curiosity. Thirty-eight years had elapsed since the last edition 
of this translation, yet the type is identical. ither the typs 
had been left set up for 38 years (whioh is unlikely^ or this 
edition represents a nhmber of unsold copies of the earlier edition, 
provided v ith now title-pages und sold off. * In any cane, the 
translator’s name is not mentioned, and the new edition, unlike the 
old, is explicitly aimed at the teach yourself aarket: "Pour
1’utilitS de ceux qui desirent s9avoir la langue Italienns."
ontaigne comments on the Italian plays that he knew, 
and his comment, as one would expect, is to the point. His taste 
in some matters was for simplicity —  in the cannibals1 songs of
2love md war, for example, which he paraphrases in Des oannibales 
—  und in comedy ha preferred Teronoe and Plautus to what he 
considered the excessive complexity of the Italians!
Pour 1’estimation de Terence, il m'est souvent 
tombe en fantaisle comme en nostre temps, ceuz 
qui se meslent de falre dec comedies (comme les 
Italians qui y sont assoz heureux) emploient trols 
ou quatre arguments de oelleo de Tdrenoe ou de 
ilsute pour en falre une des leurs. Ils ontas3ent,
1 First published by Etienne Groulleau in 1552| of. 
chapter I above.
2 is^s, ed. J. Plattard, Paris, 1931, I, ii, 103-5.
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en une seule comedie, cinq ou six oontes de 
3ocoaoe h'* ay ant pas du lsur assez de quo! 
hous arrester, ils veulent que le oonte nous 
amuse .1
He is telling us here about his om  taste, as so often in the 
isgais. and the oonment is hardly intended to be an absolute judge­
ment} after all, Bibbien.’s ndrla or Bruno’s II Candelalo are 
not intrinsically leas likely to succeed thhn Teronc© or Plautus, and 
lontaigne muot have known that tho Ca-landria hud in fact succeeded 
On sta^e in Prance in his own century. In the theatre, a sta:^ 
success counts for more than any abstract evaluative judgement. —  
But in one point he seeni3 to bo factually wronj, us f ar as the 
evidence available to us ehows: Italian comedies are not as a lule
built up on "cinq ou six contss de 3oocaee" or indeed of any ouher 
contour. M.T. Herriok’s Italian comedy in the denaisaiuioe* which 
covers all the most important ploys in some detail, mentions several 
baaed on one story of Boccaccio, none based on more than one. In 
ilranoe (as we saw in tho first part of this chapter) the only comedy 
based on Boccaccio is Jean do la Taille*s hos Corrivaux. and this is 
based on a single story, borrowing only a proper name from ahother 
story.
One product of the new Italianism, in 1580, was Jiobart
1 Ibid., II, i, 115.
Gamier1 s radamante. It may appear odd to introduce this tragi­
comedy into a discussion of comedy* but certain fe itures of the 
play can best be understood in the context of specifically comic 
theory and practice of the time, ?irst, the name of tho genres a 
tragi-comedy may bo 30 called because of certain character elements, 
as rlautus applied the term tra. ;I.comoedla to his Amphitryon: a
play not only about gods and heroes (like a tragedy) or about 
ordinary citizens (like a comedy') but a play mixing the two. In 
* danante. the comic character element is in the couple Aymon and 
Beatrix. Aymon is a paladin of Charlemagne’s court, and might be 
expected to behave accordingly* yet he and his wife e&trix ( iscuss 
the future of their daughter 3radonante as any bourgeois couple 
would in any out-and-out oomedy* anxious concern that her marriage 
shall be socially acceptable, complaints that children no longer oboy 
their parents, and so on. The result is a deliberately comic 
incongruity* Another feature related to comedy is in the character 
of Leon. This braggart goes through all the standard paces of any 
braggart in any Renaissance oomedy, though not as violently; ho 
boasts, he threatens, ho is faced with the need to fight, he is 
deflated. Tumebe1 s Rodomont, Hardy’s Scanderbeg, do nothing 
different. This point, it is true, should not be exaggerated, 
because although this is primarily a situation of comedy, it is one 
of tragi-comedy and of non-thoatrical genres as well; Gamier’s
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braggart has a model, indeed, in the Orlando furloao, the main 
source for the play as a wholes the braggart Rodoaont.^
The history of comedy at this time is not tidy, <Ye 
are f iced with gaps like the fourteen years between Arvcelica and 
its translationi and too many facts, like the repertory of the 
Italian troupes, are unknown to us. .e come now to two writers 
within our period isolated both geographically and aesthetically 
from the society we have just discussed. The first is Pierre Le 
foyer, Angevin. Better known that hi3 plays today are his volumes 
on witchcraft, sizeable and passing through three editions in 
1586, 1605 and 1608, as well as a 1605 tr-nslation nto Aaglish.
His two ploys, Le smet insense and Les N6phelococugie« on la nuue 
de3 cqouz# are quite isolated in their day. The 1869 editor of 
the comedy La Nephelococude called it "une oeuvre qui n1 a pas, co 
nour semble, son pendant dans quelque langue que ce soit '» in 
faot, it is an adapted version of Aristophanes* Clouds, with some 
elements from the Birdst with the lost 1 lutus of Ronsard (or Baifj 
or Dorat) it is the only comedy from Aristophanes within our period.
The other is Gerard de Vivre, a Ghent schoolmaster.
His three plays are all written 'pour 1*utility de la jeunasee et 
usage des esooles franchises", -uid to judge from the number of
 ^On the braggart generally, cf. part III below.
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editions, enjoyed some success in their time. All three are
called "comedies”, but all three are in fact hybrids. One of them,
1La fidelite nupttale. was first published in 1577 and already in
part imitates the techniques of the Italian troupes of the '70's.
La Vaili&re rightly speaks of lag si in this plays in act II Charts,
"jeune gentilhonme avec la oappe et I1espee”, sings to his lute, as
a serenade to his beloved's window above, no fewer than five popular 
wonea of tho day (Toutes les nuioto, jusanne un jour. Bon jour mon 
cobut . Douce memo ire « ~.on o<but ae recommande a vous) . but is
interrupted by a servant emptyin g a bucket of water from the window.
In act III his valet tries to imitate him, and a whole 3erios of
stage directions describe the lazzi of the scene, for ocample:
Cependant qu'il cheater ., sortira un autre 
accoustr^ legieremaht ay ant un masque devant 
la face, lequel se m *ctra devant la porte tout 
debout en un coin, la ou 1'autre ira chanter, 
et se tiendra la coy, oo.iae si c'e3toit une 
oolomne a sousienir leo fenostrages.
Vivre's concern for stage business is seen, too, in 3pocifio ti ne 
that he uses throughout his plays f the full table will be found in 
the chapter on staging below (II, ?)• x'a ^
 ^Cosiedie de la fidelite nuptiale. Anvers, 1577*
62
other two plays are as far as I know the only French plays of the 
century where stage directions and signs are used in any number.
The lazzi. the mask, and certain names (Achantio, Fardalisoa) in 
particular 3how Italian influence.
3. To Q o m e llle *  s J iS litc :
It may be imagined that ...mile Chaslos# with his 
Darwinian theory of the evolution of literature, found this an 
unprofitable period. To him, it seemed a period of silence through 
which French comedy somehow had to pass before the new comedy of the 
17 th century could be reached! "La oom6die grand it ei silence, dans 
le secret, pour ainsi dire; et, lorsqufelle reparait au Tile 
siccle, on la trouve niurio et deja forte" (La oomedie en France au 
XVI e sieole. p. 114)* fact, the silence is in part an absence of 
doouments; if we cannot "see" c< medy at this time, then to continue 
the Darwinian metaphor, it i3 partly because the fossils have been 
destroyed. 3ut we are slightly better off today than Chasleo was.
In particular, .dme Deierkauf-Holsboer in her life of Alexandre irdy 
(unfortunately published in a non-literary periodical),'1' and
2Professor Gill in the introduction to his edition of Le3 ramoneurs.
 ^S. Wilma Deierkauf-Holsboer, "La vie dfAlexandre Hardy, Poete 
du Hoi", Proceedings of the American Philosophical Lociety, 01 (1947), 
373-404.
 ^Cf. bibliography below.
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have demonstrated that a whole conic genre existed at this tine, 
whose pi ys were very probably similar to the ono surviving example 
Les ramoneurs; that is, complex, vigorous and designed as enter­
tainment, never published, and standing firmly in a long theatre 
tradition. Professor Gill ha3 shown conclusively that Les rrr ono ra 
oannot be earlier than 1623 (probably 1 6 2 4 ) so that if wo may 
judge from this one play (and it seems that we may) then Corneille’s
scorn for the plays before -elite —  "Je n’avois pour guide qu’un
* .2peu de 3en3 coninun, aveo les examples de feu Mr Hardy' —  seems to
derive from a prejudice against; a form of drama he considered out of
date, and not from the do generation of the genre itself. .enuissance
comedy was out of date, just as . arot, baint-Gelais and '©billet were
out of date and condemned by the Pldiade despite any merits that may
be apparent to us today# In any case, no special pleading is necessary
to show that Le;; r:imoneura is as lively a play, as capable of -Grieving
stage success, 03 any of the 16th century comedies.
3ut how deep is the silence that Ghasles refers to? It
seams improbable in historical terms oven if not in evolutionist ones,
1 Cd. Cit., pp. XXX-3DGCV.
2 % dxanen to ddlite. od. Lario Roques and .iarion Lievre,
I.ille and Geneva, 1950* 135*
that the genre of comedy should disappear from the scene at the 
end of the 16th century, produce one excellent play around 1624 
and then take a different turn with Corneille. Let us look at tie 
evidence. ?he following table reproduces everything I have found 
that is relevant to the texts of actual comedies in Dr nee from 
15BS to l62<f, exoludin; only far00s pure a id 3imple and references 
to performance, which are never conclusive with regard to specific 
comedies1^
I589 Pran$oi3 Perrin: oichem raviaseur. containing
Lea oscQliers (possibly written earlierN.
1539 Gerard de Tivro: new edition of pletys first
published in 1577*
1594 Jean Godard: ILuvres. containing Les desruisez.
1599 Gerard de Vivre: now edition.
1597 Pierre de Lndun b1 Igaliers: a comedy (text
does not survive).
1597 Pierre de L rivey: new edition of plays first
published in 1579*
1597 Dtienna Jodelle: now edition of CEuvrea poeti-iuos.
including L1 bu one.
1598 Jacques de Lavardin: new edition of translation
of the Jelestina.
1599 ^arc de Papillon (Le capitaine Lasphrise):
dluvres. includin ; La nouvelle traglcr oic;ue.
 ^For fuller details on m y  particular item, see the 
bibliography below*
1599 Translation of Fomaris* Aiv.elicu (first
published in Paris in 1585V into French as 
,n Clique* possibly by Larivey*
1600 Pierre de Larivey x new edition*
1602 Joan de la Taillex now edition of plays first 
published in 1573*
1602 Gerard de Vivret new edition*
1604 Hfay Belleaux ne . edition of (Luvros pocticiues. 
including La roconnue.
1606 Francois Perrin: new edition*
1608 Les bravacheries du Caaitalne Spavente. a transla­
tion of the first six of 55 dialogues by the 
actor Francesco Lndreini, made by Jacques de 
Fonteny*
1611 Pierre do Larivey; three new comedies published
(but probably composed much earlier' and a new 
edition of the si:: earlier ones.
1612 Pierre Troterel, Les oorrivaux.
1616 La co. :adlo da orov rbea.
. 1620? Lanuecript translation of Giordano Bruno* s II 
Candelaio*
1620 Pierre Trotorel, Gillette (written summer 1619).
I624 ^non (Alexandre Ii rdy?)f Les ramoneurs (between 
1624 and 1626).
1624 Jean Godard: new edition.
1625 Alexandre Hardy: j .jaloux (text does not survive)
1626 Odet de lum&be; ^os contens. new edition (fir3t
published 1534)* under the title Les de3;vcuisez.
1629 Pierre Gomel lie, . elite (acted in tho season 1629-
. In a way, the chart is unfair* because it includes new 
editions nd reprints* but even reprints show the interest of an 
age in what is being reprinted, booksellers then as no.7 were in 
the trade to stay in business. There are one or two other scraps 
of evidenc; i in the 1626 edition of Turnebe's Les oontens (now 
entitled i>es dosTulsea). the editor Charles Maupas writes that 
many people have admired the play so much that they have been 
making copies of it by hand.1 ,nd besides Lj .jaloux. Alexandre
2lardy almost certainly wrote other comedies that do not survive.
In general* we have a picture of n age from which almost nothinj 
survives to us but where activity is apparent. e sec Pierre de 
Laudun d’Aigaliers writing his ocmedy in 15979 Les r . .oneurc in 
1624, Hardy’s Le Jaloux in 1625* I ierre T rote re 1 parodying the 
genre (as we shall 3ee) in 1612 ji& 1619 (and you do not parody a 
genre if your audience is not familiar with the real thing) * It 
It, oks very much as though essential texts are missing* possibly a 
large number of them. Thy? The nswer may well lie in the 
finanoial and administrative arr ngements of the theatre raid of 
the Qiuivalont of copyright at the turn of the century. Paradoxically*
1 Cf. Odet de Tumebe* Les oontens. ed. .pector* p. xiv.
2 Cf. Les ramoneurs. ed. Gill* pp. lviii-lxii.
it seems that when the theatre became established enough in r nee 
for regular troupes to appear, for the theatre to become a profession, 
publicati n immediately an3 as a direct result became less easy, 
me Deierkauf-Kolsboer has shown how Hardy was specifically legally 
debarred, in his contracts with the troupes, from publishing his 
plays, v/hile the troupes themselves (who would hold the manuscript) 
would have little interest in publishing a play after its first 
stage success was past. As for tho manuscript copies, these are 
notoriously ephemeral raid may quite easily all have disappeared, like 
the composing copies, supposed.to have existed, of medieval and 
Henaissance music.
However that may be, let us look at tho comedies that 
do survive. Francis . errin and Jean Godard, isolated from the 
circle of d'Amboise and his friends, need not concern us Ion here. 
Structural elements in their plays will be dealt with in greater 
detail below. Briefly, rerrin's ourious .^ es escoliera is the work 
of a provincial churchman, with wide interests like his fellow-
Usttkou't
churchman Larivey, but wtth L xivey's zest. Besides Les esooliers. 
he v/rote a collection of sonnet 3 j a tragedy Siohem ravisoe^r; a 
tragedy Jepht6 which m.y have been a translation from Buchanan but 
i3 no 7 lost| ^ and a history of hi3 own city of Autun, ’’mciene
 ^One of the poems printed In Siohem raviaseur. byT.3. I wrdault, 
is headed "Sur la tragedie de Jephte traduitte par Monsieur errin" •
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capitale des Gaules", never published, and also no? loot. The 
volume containing his plays^ is an inelegant pinoe of printin; by 
Guillaume Chaudibre, tho dedications, liminnry verse and title- 
pages haphazardly arran ;od. Only one copy of the first, 1569, 
edition, survives today, nd e v m  that was not known to the 1( th 
century editor of Les esc ..Iters* Paul Lacroix, who worked flrom a 
miuiuscript copy made by oleinno ( now in tho Bibliothaque Nationale) • 
Les esooliero itself is a slight piece of writing, an elaborated, 
s mev/hat humourless farce with elements of the Italinnate convent­
ions of Perrin1 s predecessors. It may date from earlier than 1589t 
as Perrin says that he searched it out from "un grand fatras de vieux 
papiera*'. There seems to be no internal evidence of date.
Les dasguisez. published in 1594 in Godard* a OLuvres, ^ may 
also date from earlier than its publication: there seems to be no
internal evidence whioh would dnte it more precisely. It is a 
product of the lidit Godard, thou di a Parisian by birth, lived in
•iicher. rnvisseur. tr: :odie cxtraite du Genese trento 
quatriesae Chapitre. Par Jrungcls Perrin Vutunois. Paria, C illaume 
Chnudiere, 15^ 9 •
** Cf. Bibliography.
3 ,Les qpuvres de Jean Godard. . nrisien. Two volo., ~yon,
Pierre Landry, 1594* Les das.qtiisea. vol. 2, py. 91“2Cd.
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the South, published his book in Lyon, dedicated it to a Lyon 
worthy, end set his comedy in Toulouse.^ He adapts from Ariosto's 
I Guppositi. the third French writer to do so in the 16th century} 
and in some ways he deserves more credit for his adaptation than 
he has sometimes received. >.c cording to Cioranescu, the piny is 
dull. But, for instance, Prouvontard the braggart captain and 
Uaudold the braggart volet have scenes which are good theatre, as 
we shall see, and Pich are Godard*0 creation, not Iriosto's,
The interest in Itali mate comedy that we disou3sod in 
the preceding chapter —  a tradition from whioh Godard curiously 
seems to stand aside in many ways, despite his adaptation from 
Ariosto - continues into the 17th century with three new comedies 
by Larivey and a number of translations, dialogues, pictures, end 
other accessory works. The Larivey comedies, published in 1611, 
are in some ways a curious surviv: 1 frcm the 16th century, rather 
than a living product of the early years of the 17th. Larivey says 
that the plays are ones which he has found, dusty after many years, 
in his study} he dedicates them to Francis d'Amboise, to whom he
 ^Hot "Valence", as A. Cirr nescu states (L'Ario3te en France* 
vol. 1, Paris, 1939* P» 302.
Trois coLiedies des six clernieres de Pierre de Larivey 
"haiar>enoi3. A 1* ir.iitation des angiens |sic7 1-recs matins et
1 oF erne 3 Ztallens. A scavoir: La Punstance. ^  Fide lie. P.t les 
Tronvoerles. Troyes, Pierre Chevillot, 1611.
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had also dedicated the 1579 collection} and a3 far as can be 
judged, the style gives no evidence of a date of composition later 
than that earlier collection. They are not, however, incongruous 
in 1611; new editions of the 1579 collection had continuously 
appeared since then and presumably found a markets in 1597* 1600, 
and again to accompany the non plays in 1611. The new ones sire as 
close adap tat ions from tho Italian as the old had been.
A continuing interest in Italianate comedy is shown, toe, 
by the three translations which ve discussed in the preceding chapters 
.n.clique, in 1599* from Fomaris’ An relic a. possibly made by 
Larivey} and two translations from Giordano Bruno’s II Candelaio. one 
printed in 1633, one manuscript and possibly earlier.
Les bravaoheries du Gaoitaino Spavente^ gives us another 
glimpse, following Fornaris’ .hi ;clica. of the Italian troupes in 
Paris. The author of thin is another stage oaptain, i,’rance30o Andreini 
of the Gelosi, whose stage 11 ne was ”11 Capitano Apavonto ’ and who 
tells us in his book that it is ‘una racoolta di tutt£. le Kiperboli, 
ch’io 3oleva dire nells, Parte del Japitano opavento, recitando nolle
Le bravure del capitano >^uavento. Divise in molti ra. Ion ament i 
In forma di hialo^o. Di Frjnoesoo -.ndreini da Pistola. Conioo geloao. 
Les bravacheries du oaoitaine Spavente. diviseea en plusieurs discours 
en forme de Dialogue. .jq Pr-jjicois Andreini de Pistole. Comedien de la 
Comoa/giie des .i ilous. Traduictos oar I.P.P.?. Ldaoqucs de Font any 
Parislenj. Paris, David le Clero, liOQm
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Publicho, 0 nolle Private Comedie" —  just as the part of 
Coocodrillo in Anglic a probably tells us something about omaris' 
stage delivery. The original of the Bravacheries w.is published 
in Venice in 1607,^ a Ion; series of 55 dialogues, of 406 pages.
The translation, by Jao ues de ronteny, gives us only the first 
six dialogues, but tho shortening is probably rather a good thing.
Tha six include things that a Frenoh audience would certainly know*
the f . ous ilea glorioouo ening about polishing the Captain's 
ar -our, which is in Les ramoneurs:
Va de ce pas vers Vulcan mon Armurier, et luy
di de ma part qu’il fm® me® arm©*, plus claire3
que n'est le Loleil quand il ost le plus clair,
afin que la splendour dficellos oste la veue sux 
regardans*-
the proverbial hunger of the valet;
;,ion maistrerosouvene vous que I'heure de disner 
aat quasi passee3 •. .
or the reference to the old ranch war-horse Bayard (whom idam de
X Le bravure del capltano 3p .ventos divise in milti re. ;ion-Jiienti 
In Forma di Dialo go« di ?ranoe3co n Ire ini da Pistoia i-oialco --Ipso. 
Venice, Giacomo Antonio Somasco, 16U7«
2 'Bravacheries. f, 2.
3 *Ibid., f. 21.
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la Hallo had already put out to craze) ; 1
LOrder ny tronpette (trumpeter) to rise early on 
the day of the parade] "et que galoppant son cheval 
Bayard, 11 sfen aille par la cite sonnant boutte- 
sells, boutte-selle, tous a cheval, tous a cheval, 
tous a oheval^
or to the old Qlericua-railes dispute*
■ on maiatre changez d'adv.s, ne mettez si vostro 
table des doctaurs, et de^ Capitaines, parce que 
par entre eux ils se rompront la teste, seulemont 
par la preference qui se recherche entre les 
gend,armes, et le3 lettrez.3
Jacquos de Fonteny dedioated the book to a real-life c iptain, 
Charles d'Angenes, "Capltalne des cent dentils-homnes de la maison 
du Roy, et Colonnel general de 115nf anterie Italionne '.
Another real-life captain, :,Le Capltalne Lasphrise", 
otherwise Rare de Papillon, produced a by-product of our comic 
tradition in 1599 (though probably written by 1597)* La nouvelle
"Or est Bayard en la pature"* Rondoaux. ed, J. Chailley, 
raris, 1942, no. 8} of. forthcoming edition, The lyric works of .dam 
de la Hale, ed. N. hilkina, Corpus henourabilis I. uoioao, vol. 44»
19^7 > no* 9*
Jravaohorloc. f. 9.
3 Ibid., f. 27.
tra^icQiaique.^  It is a work without parallel, as far as I know, 
in its time —  indeed, possibly in any time. Papillon was a man 
who in an ago when the mb of tho stage braggart was known to 
every educated person, and to a good many who were not, could write 
suoh a ;:ab about himself*
4ue je n*ay redoute ni l'onde glaciale,
Hi oelle dont l’ardeur &*une antre n’est esgale ...
... etc. ... etc. ...
Vou9 m* en estos terrains, rencontre de Dormant,
Ou jo fus v-ap tuont, en pourpoint, pesle-mesle;
Le Vornay, Vymory, Foss6 de La Rochelle,
Vous, monde d’escarmouohe, assauts de Lusignan,
Donfrons, Jalnct-Lo, Brouage ot Fontenay, Karan, 
iainote, Mesle, La keuro et villes dauphinoises,
La Oasco&ne et Thetis ...­
or this Cartel;
Cartel Jnvoye air- ennemis a Boutteville par des 
Capitaines mes oompa,,nons et moy. Par le Capitaine 
Laephrise.
Vous autres qui vivez .••
Nous sommes six sol lata an 3ervice du Hoy 
tui vous irons trouvor vous donnant notre foy, .original;
nous donnant votro foyj 
Pour vous combattre hardis avcc esp^e ©t cappe.
Six de vous 3oient done prots, pour acquerir honneur.
l  ' __Les premieres oeuvres poeti' ues du Capitaine Lasphrise.
Two vols., Paris, Jean Gesaeiin, 1599 "(privilege 31 Jan. 1597' • La 
nouvelle trascioomique. vol. 2, pp. 635—6571 reprinted in .aicien th6£tre 
franca is i,of. bibliography), vol. VII, pp. 463-491 •
• rl>.1 Ip -nclen theatre fr.mcaia, VIII, p. 4^5*
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"(Test toujours au danger que reluisit la valour 
"iiaia il eat bien heureux qui de nos mains eohappe.1
The braggart in his play, however, Furcifer, is hardly one at 
all* People oall him a ’vaill nt gendarme", an "asseurl brigand si 
plein d*artifice", but he had no gab* none of the usual attributes*
He escapes retribution at the end, however, like mo3t Renaissance 
braggarts* —  The play itself h • s an extraordinary, quite posoibly 
a unique, structure. apillon 3uys at the beginning
Je n’ensuy en cette csuvre icy 
la fa-9on de lfardeur antique
and indeed hedoes not. But nor does he simply imitate the f trees.
.7a are given a lament on a’*friend* s death, with ideas on vengeanos 
typical of the mo3t Senocan of tragedies (’’Par vengeance on oonnoist 
le cceur df amour parfait")} the consultation of a magician in a 
remote valley* an action which moves from a house outside Paris, 
to the valley, to the gates of f ris, to an inn in Paris, to a prison* 
and although there is no prologue, on four occasions characters 
(different ones) turn and speak to the audience, commenting an the 
actions
Hospesi
Si jamais on a veu uao ame perturbee,
XI fallait voir Griffon ...
 ^Bibliotheque Nationale, PS Pr. 244^0» T. Q4«
Griffon, luy, nfest plus luy, par 1* estrange spectacle*
II ne diet ni ne faict, car oe triste miracle 
Cloisoit la bouche a tou3 qui sont sortis de la*
Puis enfin, souspirant, an traistre ainsi parla.1
There is no oct-divlsion —  indeed, no division at all —  and 
the play is shorter than most 5-^ct plays and longer than most 
farces. apillon seems to use his title as a blanket tern to cover 
as varied a oolleotion of dramatic whims as the Renaissance over 
produced. —  One rmsin : idea of 1 apillon1 s is to call the v/atoh 
by the name of Rabelais' Chicanoux, that is, people who are paid 
to receive blows and who never deal them.
/ith the two '’comedies1' of J ierro Troterel, Jieur df4ves,
;.os oorrivaux of 16If nd Gillette of 1620, we come to a different 
kind of theatre. By their subject-matter, they are forces* they 
are certainly inoacent and make little demand on the intellect.
Jut they are structurally rather more than farces. H.C. Lancaster
2saw merit enough in them to regret their immorality. And if we are 
interested in the kinds of theatrical convention current in Fr nee 
in the opening years of the 17th century,’ the two plays take on a 
new interest. They appear to take for granted the conventions of
1 dnoien theatre frndais. 711, pp. 486-7•
2 * ‘ *H.C . Lancaster, french Jr .matlc Liter /ture in the
eventeenth Century, part" Y, vol. 1, Baltimore, 1929, p. 144*
conedy to such an extent th~t they become parodies of £he genre.
A knowledge of those conventions is assumed in the audience (or 
reader). Leo corrivaux. for example, has an Adverti seem nit au 
hocteur mocking that part of co nic theory which claims a moral 
function for comedy;
Looteur s^aches qus je n*ay pas compose caste 
folaatre oomedia, pour t * apprendre a 3uivre le 
vice; oar il n’y a rien au monLe que j'abhorre 
tant. 3t te jure do bonne ame cue je hay plus 
quo la peste ceu:: qui la ouivent. Le subject 
done, pour lequel je I1 ay composes, ast a fin 
qufen y voyant sa noirceur si bien depeinte, tu 
t'animes h suivre la vertu. Ainsi les anoiens 
Romain* faiaoyent ivrer lour serviteurs et 
esclavcs, devant leur3 enfant*, a fin qu* en 
contemplant leiur vilainas actions, ils 
apprinssont h. fuir la brutalle yvrongnerie, et 
les autres vices qui la euyvent*
Troterel’s tongue-in-cheek claim Lor the uplifting nature of hi., 
play can b st be savoured only if you know the place oL theory behind 
it.
A prologue, spoken by a braggart, begins the play, jut 
this standard piece of comic structure is interrupted by someone 
(Le CaohS) behind the curtain oL tho stages this is surely aimed at 
an audience familiar with the usu 2 uninterrupted prologue. aid again, 
one j the play starts, we find that there is not just one braggart, 
but two or even throe. aid so on. hether we consider these thing* 
as Variation* on the conventions, as ih the earlier comedies. or as
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parodies making fun of thorn, it 3vaems that familiarity with those 
conventions can still, in 1612 and 1620, be assumed.
With Les ramoneurs. we are back in the main stream of 
comedy, with a play (a3 wo saw above' probably typical of a number 
that no lon.;er survive. horoas roterel had parodied the 
conventions and had boon heavily influenced by the farces, this 
play merely assumes the conventions and is as different from the 
farces as any comedy of the 1570*o or 1590*0. Professor Gill had 
discussed it in 3ome detail in his edition, and we shall examine 
a number of features later} but perhaps one point should be ia.de 
here. Les runoneurs dates from at earliest the 1623-4 season. 
Corneille’s M&lite Gates from tho 1629-30 season, at most six years 
later. Corneille claimed that his play was written in a kin of 
dramatic wilderness} but Les r noneurs shows that this is siuply 
untrue. It is a lively play (an . as Professor Gill has shown 
probably written for the professional theatre of the time) nd one 
whose features are clearly traditional! the characters, the prose 
form performance by tho traditional farce- a tors at the H6tel do 
Bourgogne, -the. immorality, the structure of its plot. It is jainst 
this tradition, surely, that tho audiences of 1629-30 saw Pierre 
Corneille* s nevv comsdy .6iite.
There con be no doubt that elite did in fact inaugurate 
a new type of comedy in France} the fact is, though, that the newness
L
does not lie where Comoille claimed that it did, in hi3 Tocacien 
of the play4
On n'avoit jamais veu jusques-la que la Comedie
fist rlre sans Fersonna ;ea ridicales comma les 
valets boufons, lea Parasites, les Capitans, les
Cocteurs, etc* Celle-oy faisoit son effet par 
lfhumeur enjoiiie de jenB d'une condition au dessus
de oeux qu'on voit clans leo Comedies de Plaute ot
de Terence, qui n'estoient ue des March ands.l
elites  aim is not to make us lmgh| nor does it avoid con­
ventional characters, ~ince the nurse is utterly traditional, 
Fhilandre has more than a touch of the brar;;;art soldier about him, 
and Corneille admit j that ■r iste’ 3 madness is a traditional
theatrical device (though not of oomedy)| nor is there any dramatic 
significance in any social differences that there may be.
The novelty lies in a new ethic of love. Before 
Corneille, the love-affairs that craed the core of the plot ./I en 
the ploys were not frankly immoral like L' ;Cu^ ene and ..a trosoriore 
especially) were so bound up with ienaissance 3ocial structure that
the parents of the younj peoolo themselves played an important art
in the plays. Here, that social structure has been relegates to the 
background, so that Millie's mother does not appear, thou$i her
1
Fierre Corneille, ielite. ed. uario Roques and Marian 
Lievre. Lille and Genova, 195^* P« 136.
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approval is still necessary for a marriage, and the action concerns 
only the young people and is conducted according to the prccieux 
love-ethic familiar in the salons of Madame de Rambouillet and hor 
successors• Consequently, there can be no peril of the old f iliar 
kind* no relation or friend of the family as a deus ex maohina,
Tho emphasis has changed, from dealing with external perils to 
exa ininj the af foot ions of the characters. Hence the unified, 
even claustrophobic plot, honoo tho dignified alexd ndrines, hence 
too the emphasis on individuality in the different kinds of 
affections* ome characteristics survive from earlier, such as the 
nurse and the braggart parts of ^hilandre’s character; the convention 
of staging with decor si iultane; the epilogue spoken by the nurse,
3ut they are externals, and it is clear that a new type of comedy has 
begun —  nevr, but not in the ways that Corneille claimed.
%0
II TH3 STAGS
The stages that were used for French Renaissance 
comedies are very much a matter for deduction from indirect evid­
ence* The iconographical sources that survive are only partly 
relevant, because they refer only to other, though related, genresi 
to Terence's plays as illustrated in Renaissance editions, to 
farces, and to Italian comedies* Something can he gained from 
medieval illustrations, even though they are before our period, and 
from the M6moire de lahelot, even though it is after it. The rise 
of the professional troupes provides information in archives mainly 
from the end of the 16th century onwards* And finally the plays 
themselves, if wa look at them in detail, consistently imply certain 
kinds of staging* All tills evidence taken together, scattered 
though it is, does eventually provide a coherent picture of the comic 
stage within our period.
1* Illustrated editions of Tero .ce*
The woodcuts in Renaissance editions of Terence have
recently been exhaustively discussed by T.2. Lawronson and Helen
. ~ - - . - -  ;1Purki3* Their work shows above all that as the woodcut in
 ^T*3. Lawrenson and Helen Purkis, *Les editions illustrees 
de Terence dans I’Histoiro du theatre1, he hieu theatral a la 
Renaissance* ed* J* Jacquot, Paris, 1964» pp* 1-23 and plates I-VIII.
Renaissance printed books is an art-form of its own, these 
illustrations too must be regarded in the first place as examples 
of that art-form. Renaissance woodcuts were decorations, 
integrated into the design of the printed page, often copied or 
combined or used again as the output of printed books increased in 
the late 15th and early 16th centuries. 3o these illustrations of 
Terence' 3 plays were copied and adapted from edition to edition, 
the 1545 Venice edition for example still using variants of wood­
cuts found in the 1493 Lyons one. They are decorations, examples 
of an art fora and not necessarily representative of actual stage 
conditions of the Renaissance.
P^fessor Lawrenson and ise Purkis distinguish three 
kinds oT stage shown in these illustrations to the early editions 1 
an entire the at rum shown in a certain number of frontieoieoeaj a 
straight row of domi; and a group of domi projecting forward into 
the centre of the picture. All three represent something theatri­
cally simple* a platform with, at the back, up to five compartments. 
There is $0 elaboration of what the compartment 3 axe meant to be} 
thero are no windows, no balconies, or the like, nothing to indicate 
a difference between one kind cf building and another.
Upon this patten* is imposed, towards the middle of the 
16th century, the Serlian design of a neutral space surrounded by 
stage elements on threo aides s a city street, with ..^presentations
of houses and city buildings* 3uch a design first appears in 
the Terentian illustrations in the 1545 Venice edition, while 
woodcuts showing the older pattern still continue to appear, and 
by 1614 we have the first edition of Terence using only the 
Serlian type of design.1 Serlio's work was first published in 
Prance in 1545l we shall return to it later.
i.ow far, then, are these woodcuts sources of inforn&iion 
about 16th century theatre design, in particular for comedy? It is 
apparent that a too literal interpretation of them is dangerous.
3ut there are two ways at least in which they are relevant to the 
16th century stage, and in particular to comedy.
Fir.st, an artist, even if interested primarily in the
design of a printed book, does not produoe a picture from nothing.
»7e will be quite justified in looking to the theatre for some
inspiration. Professor Lawronson elsewhere rightly looks to the
medieval mystery play for some of the in3pirationi
Firstly, the period of Terentian illustration is 
th \t of the nystery play. Secondly, the concept of 
house in the comedies of Terence and the mansion 
would easily be allied in the mind of the illustrator. 
Thirdly, whenever the houses in the Terenoe illustra­
tions jut forward they are virtually identical with
1 The woodcuts in this 1614 edition by Jean de Toumes, 
are ourious in that they had already existed a half-century earlier, 
since 1556. It is possible that they were even then intended for an 
edition of Terence, but this i3 unproven. Cf. Lawronson and Purkis, 
op. cit., p. 17, n. 32.
the baldaquin type of mystery compartment. Fourthly, 
the labelled houses in the illustrations resemble 
^oriteaux of the mysti.ryj and fifthly wrow8 of 
liystery mansions can rose ;b)e an arcade such as those 
in the Terentian illustrations]
The complex medieval mystery and passion play sets, though, used 
much more than mere curtains for their do mi i some, such as Hell 
and the Hea of Galilee in the Valenciennes set, are very oomplex.
Why, then, were these Terentian woodcuts 30 simplified? Partly, 
certainly, as a kind of abstract systematisation of the action of 
the play (Badius wrote, for Trech8elfs edition, "Effecimus ut
etiam illiterati ex imaginibus cuas ouilibet scenae praeposuirmxs, 
legere atque accipera possint oomica arguments") 5 but partly also,
I think. because the theatre of the time whioh may have influenced
then included not only mystery and passion plays but also farces
2and sotties, whose stages were much simpler.~ The late 15th century, 
when the early illustrated editions of Terence were produced, was, 
after all, the golden age of the farce. hether as isolated pieces 
or as parts of a more extended j lay, faroes were at the time of tho
1 T.b. Lawrensan, The Frer.oh stage In the 17th century, 
Manchester, 1957t P* 52#
2 The di3tinotion between farce and sottie need not detain 
us here, where wo are diaoussing only the question of staging. Cf. 
Ian Maxwell, French farce and John ie;/wood, Melbourne, 1946, pp. 
18-20. '   ...........
Trochsel edition the only flourishing comic theatrical form in 
Prance} and they were, of course, much simpler than mystery and 
passion plays and, as we 3hall see, performed on more primitive 
stages. It may well be that the simplicity of the farce stage hud 
some influence on the illustrationi to the new editions of 
classical comedy*
The early editions, and Treohsel's in particular, were 
humanist product ions with a pedagogical aim* The stages they show, 
as wa saw, are in the fir ;t plao© systematisations of Terence’s 
comedies} secondly (and loosely) they derive from contemporary 
stages; and thirdly they correspond (in an even looser fashion) to 
humanist ideas of the ol j,ssical 3tsge (ideas about five entrances, 
etc*). The parallel with the nature of the first native French 
comedies is remarkable* Jodelle and his immediate successors ore 
also humanists, with serious aims even if not pedagogues; they 
imitate above all the con temporary stage, that is the forces; and 
only very loosely imitate the classical models for which they 
enthuse. In the stage practice of the 1550’s, as with the 
illustrated editions of Terenoo sixty years earliei, the attraction 
of the faroes does seem to have been stronger than the attraction of 
classical models*
Secondly, whatever stages may have actually been used for 
Renaissance comedies, any cultivated member of the audience of ouch
comedies cannot but have had these woodcuts in mind. Terence’s 
plays, as we have seen, were part of every gentleman1 a education, 
and t ay were studied doubtless in these illustrated editions, so 
that plays in a classical genre, such as the Pldiade’s comedies, 
would inevitably call these woodcuts to mind. They would, the^ 
take their place within the close relationship of author and 
audience, in the small humanist and Court circles of the L.3501 s.
2.» .
It is remarkable how large a number of engravings, 
woodcuts and paintings are inspired by Renaissance forces in franc© 
and the Low Countries* quite a large proportion of the whole 
iconographicul evidence for French Renaissance stage design. This 
proportion, though, probably does not correspon to theatrical 
reality. Gnoe again, we are dealing not with any kind of deliberate 
historical record of the theatre, but with the fine arts; a fashion 
of painting probably aocoun-s for the large number of those pictures, 
just as at other times fashions for still-lifes or landscapes 
produced large numbers of paintings of those kinds. The simplicity 
and vigour of the farce stages nay well have appealed and so begun 
this particular fashion. Other theatrical genres attracted loss 
attention from artists, even though we know from other sources that 
in terms of the actual theatre they were as important as farces;
nreligious plays stillf but particularly formal tragedy and comedy.
3ut whereas the Terentisn woodcuts gave ua little reliable 
evidence about actual stages, these pictures of farces are probably 
rather nearer reality. The pictures all show a simple, even
primitive platform stage." The tiny painting in the Cambrai b< of
2 3 4part-books, the ,Playerwatert detail, and the pictures of Tabarin,
all show trestles supporting the stage. Such stages were, then,
portable} and indeed, it was essential to the early professional
troupes, before their establishment in Paris, that they and their
equipment should be mobile. The earliest known travelling profess­
ional troupe, at Rouen in 1556f specifically performed farces as part
Luch a stage is probably the descendant of a single 
element of the multiple dScor of elaborate religious productions. In 
Fouquetfs Mar tyro de ,3ainte /.polltrie, the maisons are already independ­
ent, with their own stage ana r of, and very like the farce stages of 
these later pictures. This origin is the more likely since farces were 
in faot acted as part of such religious productions. I am indebted for 
this suggestion to the unpublished thesis of A. Bindley, The Jovolopmant 
and diffusion of force in France towards the end of the I iddle A rea 
(University of Hull, 1905), p. 349*
2 ' ' . - C unbrai, Bibliotheque municipals, MS 126, vol. II, f. 53•
Reproduced in L. iousainao, Le theatre. Paris, 19571 P* 123.
Amsterdam, Rijksnuseum. detail of a painting attributed to 
Pieter Balten. Reproduced ibid., p. 197* '7*
 ^Two engravings, reproduced respectively in ilousoinac, op. olt., 
p. 161, and in ».L. Viley, rThe earl;/ public theatre in ,ranco« 
(Cambridge, Mass., i960, pi. 10.
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of its repertory# ^ The equipment is rudimentary, generally
including a curt/d.n at the back. In the first two oases above, 
there is an area behind the curtain from which actors may appear#
A table and chair, und musical instruments in the case of Tabarin, 
are all the properties used, though others are referred to in e 
texts of farces. The beauty of the Cambrai painting is that it 
oatches perfectly the atmosphere of one side of this kind of 
performance* sadness and desolation, dusk approaching, very few 
spectators. The other pictures have mostly emphasised the other 
side* lively but cheap and brash fairground entertainment, paid
for by colleotion and not by admission, often linked with commerce,
2as in the ■Oxvietan* print. Tho sadness is familiar to us today 
from Chaplin and from a whole tradition of music-hall} the brachnes3 
we still see set against that sad* oss, as in I os dni ants du oaradls.
Can these farce pictures tell us anything about the stage 
for Renaissance comedies? Again, I think, primarily in the context 
of authoxvradience relationship. Faroes were the only thriving comic
j g g . . .  011
the left of the stage are not spectators, as suggested by Jean Jacquot,
La vie thoatrale au teiL>s de la Renaissance# Paris, 1963, p. 42 i an
inscription above their heads makes it clear that they are a group of
1 Cf. Wiley, op. cit., pp# 37-9•
2 A v n m r » 1  a  {  m A T I  o n r l t m a  . ' M  a a !  1  a u l r a  i !
actors , 1 extras1•)
form in the irenoh theatre of the mid-l6th century, and their stages
must therefore have been known t* the audiences of the Pleiade
comedies, plays which arc themselves, as we have seen, so aimilsr
to the farces, Sebillet and Du dellay certainly knew them and
referred to them, the one to approve and the other to condemn,
Jodelll’s L1 Du.?ene, the first French Renaissance comody, really
needs no more in the way of stage design than does a typical farce.
Indeed, in a sense, it seems to require leas; for the
text of the farces themselves often seems to sj ;geat more complex
stages than the pictures of farces ever show, .Ve may take as an
example one from the kecuoil Ireeoerel, the Faroe a troia persona-.
ages; he savetier, le sc ;ent et la laitiere,1 which the editors
date in the 1430*s or 149' ’a; this play 3Gems to denvr two distinct
Compartments1 and a neutral 1 street* space, for example at 11, 14
and Q1 *estes vous leans*, 1, 36 *en ma maison*, and 1,195 fhor3 de
mon repairs1 • Tho aroe Au portaur d*ean, pr bably dating from the 
21530*8, seems to need more still; each of the three secondary
 ^he -.ecueil Drepperol, od, D, Droz and H, Lewioka, Geneva,
1961 (Travaux dfKumanisiae et Renaissance XIV), pp, 25-40,
2 Text la E, roumier, Le theatre frmsela ayant la 
-onrirsitnce, Paris, 1872 lreprinted New York, 19(&(? j|, pp. 45‘>-6g » 
Dating from Maxwell, ?rench fqreo a:id John Haywood, p, 131,
&
*f
characters (the entremetteur* the amoureuse and her mother^ seems
to have his or her o?m compartment, and all four seem to move every
few lines from compartment to compartment. At one point they even
go to church to be marriedi "Ils s*en vont a l’oglise et eatant
rovenus le porteur d'enu commenoe a dire ...” IaprovisjLon is
easier, though, at such high speed) and since the pro<greos of time
is treated with the scantest respect of any play I know ("Car o’est
domain, vous le 9faV389/ Qu’il nous faut aiicr a 1* egliso• Soyona,
d*une f ;9on exquize,/ Tons deux fort bien accommodez*/ Voila le
dimanche vonu there i3 little reason to suppose that any
2very great res: eot for staging is necessary* 3o al30, 3urcly, for 
ho savetler* le aer cent et la laitlbre, and for Konaissance farces 
in general) but it would not necessarily be right to conclude that 
it is also so for the more learned genre of Renaissance comedy. We 
shall return to this point.
Another pictorial genre that awaits proper coament is the 
woodcut illustrations to early editions of farces, "o few of these
1 P. 459.
A. Hlndley, The Oevalopment an-- diffusion of faroe, pp. }28-44» 
comes to the same conclusion on the same grounds: that the te :ts of
the farces seem to suggest oomplex sets, but that since the pictorial 
evic jnoa forbids our taking them literally, we are forced to the 
conclusion of improvisation on simple stages*
hava been published that it is difficult to draw solid conclusions j
but from the title pogos of the ^ecueil Trepperel,^ from the 
illustrations to Pathelln and others in the British useum* it does 
seem that in general the pictures are drawn as though tha scenes 
were happening in life and not in a theatre. The woodcut in Le 
savetier. le serrent et la 1 itiere. for example* shows rrass and a
flower* and a horse in the back.pcound* and so tells us little d>out
2 . the st rge. Like the Terontinn illustrations* the3e woodcuts were
doubtless primarily intended as part of the design of a printed page*
3rd scarcely at all as illustrations of stages.
3> Italian comedies. .
.<ith the arrival of the Italian troupes in Prance from 
1571* a new kind of theatrical illustration appears* engravings, 
woodcuts and paintings of the j.talian comedy. This pictorial genre 
is to some extent less clear-cut than either the Terentian woodcuts 
or the farce pictures} but being (at this early date at least' less 
formulated as sjl artistic grare than either of them, we may perhaps 
rely on these pictures rather more to find out about actual stage sets. 
They are of two kindst first the engravings and woodcuts
1 id. cit.
2” d^cueil Irep0erel. ed. cit., p. 29.
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found in the Recueil Fossard, the Compositions de Rhetorlguo 
(Lyons, 1601) and in isolated sources of a similar kindj and 
second, apparently of a different nature, paintings of groups of 
aotors on stage. The first olot^rly represents the Qommedia 
dell *0 ^ 0 in France* m  as /re fnove into the 17th century, the 
integration of Italian conruedia de 11 * arte actors and French farce 
actors, begun alrbiidy in the 157^’* with Agnan Sarat and his troupe,
becomes more apparent in them.
The second kind i3 less farcical, more dignified. But 
the division is not sharp: some paintings of this second kind are
certainly derived from Fossard engravings, and it is even osei’ole 
that all of them are.^ However, it may also be that som^ at least
of these paintings represent not the coitiiaedia dell*arte. but
performances of a co -anodic, erudita or of some other genre —  not 
necessarily other actors, but the same aotors in different role3.
I have not s >en this suggestion male, but it seems probable: the
first Italian troupes in ^ronce, we know, perfomc in both styles 
of cting. In that case, for instance, the pictures often referred 
to as the earliest representations of the coi:;inedia dell1 arte —  one
1 As, indeed, Charles sterling has suggested in his 
article* see below.
2 * « in private possession in Paris, the other in the ilusee Caxnacvalet,
Paris —— could equally well be pictures of learned comedy« ahe
very eseenoe of ooranedia dell1 arte improvisation has meant that we
know very little of its precise characteristics* but from the
ease with which fomaris, for example, could insert his character
of Coocodrillo into a leornod comedy, the two kinds of acting do
not seem to have been so very far distant from eaoh other, and were
certainly practised by the same actors.
Most of the surviving paintings have been closely discussed 
in an article by Charles Sterling,whose conclusion 13 that as a 
group they are derived from en^ cravings such as those in the Rooueil 
Posoard. Thi3 is demonstrable for paintings in the New York 
Metropolitan Museum at Rennes and at Ueziers, which all show groups 
of actors in Italian oomedy-scenes. The paintings have stylistic
R produced in Nicoll, - . sks. mimes and miracles♦ fig. 224f 
a .group of seven actors, including an old man with cuckold* s horns, 
without stage setting.
p Reproduced in Hey, .Uhe early public theater, fig. 1; a 
group of five actors, with two other figures in the wings, with a 
plain curtain as background.
1 Jarly paintings of the Coiamedia dell1 arte in Rr.^ nce*, 
Bulletin of the be .ropait m  -,uuoud of _lrt, New York, 1953* 
pp. 11-32.
affinities and generally show Flemish characteristics, so that
once again wo have to some extont a defined artistic genre. The 
engrsvingo ore not discussed by sterling, and would need a separate
study, as far as I know not yet written.
One painting in the Kusee lunicijal at Bcyeux particularly
concerns us here. Dated by Sterling from the costumes at 157C-4*
it shows a group of eleven actor3 in the fore ground, ono of whom
"Iwears the costume of Pant alone." Behind them is a second group of 
nine people difficult to identify: lossibly further actors, or,
as Sterling sugt;e8ts, a courtly audience. No engraving like it is
known, only a water-colour in the Hennin collection in the
2Bibliotheque Nationals, Cabinet des Tstampes, showing only the 
front group and possibly deriving from an identical source. The 
most interesting feature is the background: a facade with an arch
t • *
in the centre showing a view in perspective —  precisely as in the 
Teatro Olimpico stage at Vicenza. It is the only surviving
Renaissance picture in France of such a at&cre set in the straight
' t 3 •theatre.
The other paintings, and the Poos ird prints and the
Heproduoed in Lawrenson, The French 3tage« fig. 29 •
2 Vol. XII, f. 34$ cf. Starling, op. cit., p. 29.
 ^Seta with facades ara, of course, found (of. Laaranson, •••
Compositions de Rhetor! ue .11 >iave either no background, or a 
simple curtain, or mere rudimento of the Serlian design such aa 
the houses indicated on right and left in some of the engravings•
The Italian companies who come to France, then, from the 
157C  a onv/ards, would seem from the pioturas to have used 
surprisingly simple sets* One picture only the painting at 
Bayeux) has a f 9 de-type set ./ith a scene behind it in perspective, 
as in the Taatro Olimpico? soao only of the engravings in the 
Reoueil Fossard and Go: yositions de RhStorique have variants, and 
those primitive indeed, of Garlic*s design. Otherwise, only b-iok 
curtains are shown* Yet the learned comedies that existed by the 
hundred in Italy and some of which the actors brought with them 
demand more complex sets than these 1 Bibbiena*3 La C a] anuria* for 
instance, played at Lyon in 1548* In Italy, and doubtless in 
France too, more must have been provided, oerlio himself, whoso 
comic scene is doubtless related to the sets actually used for such 
comedies, was in Franco from 155^ to 1554* if that was so, surely 
performances such as that of ..lamanni,s Flora at Fontainebleau in 
1555 must have uced more than a simple back curtain ox the primitive
... The French i > ;e. passim)* but only in genres such as entries and 
ballets, never in the straight theatre. —  oterling (p- 19) considers 
it a normal c oime di a dell1 art o set, but he does not refer to, and. 
appears to ignore, the view in perspective through tho central arch.
8truotures seen in the Joapositxcna de iihetorlque*
It may well be that a troupe with fair financial backing, 
such U3 the Confident! playing for the Due da Joyeuao, would have 
used somo form of 3erlio*s design but that no pictures of auoh 
performances have survived. *3 we have seen, the iconographical 
evidence forms so much a part of the world of the fine arts, and 
it may easily 00 that such performances did not find their artists, 
;a should at any rate not rule the possibility out on methodological 
grounds, since there is internal evidence in the plays themselves 
to support the idea of developed stage design and not simply a 
back curtain* I shall return to discuss the type of set involved 
after examining the plays and thoir requirements in detail.^
4-* edieval stage sets* Jorlio* and the .:6molre do .aholot*
The question arises: how far are 3erlio*s designs, and the
drawings in the .lemoire de aholot, survivals from medieval stage 
design? Jean Jaoquot sees a continuity in I^ ahelot, and emphasises 
the Xtalianate nature of his dr;.sings: "II a parfaitement assimilS
 ^As far as I know, there exists no study of the stage 
requirements of Italian loomed comedies, using internal evidence* 
The one overall study of the genre, 21.T. Herrick* s It .lion comedy 
IK THB ibnalss -rtce* Urbana, i960, discusses the plays only a3 
literature, with very little reference to staging, luoh a study 
would be valuable for tho history of the Renaissance theatre, and 
would be particularly solid in that a very large number of texts 
survive •
les prinoipes du d6cor 1 a l’it.iienne* while mentioning
medieval elements suoh *s r,,mLJa3ions, a claire-voie r$velant un
% 2intSrieur dfun carictbrs encore tres medieval". i rofessor 
Lawrenson, while not denying po ,sible medieval elements in Lahelot, 
categorically denies the derlio-d*ahelot linkt "There is not one
set which could even, remotely be conjectured to be a direct
aimitation of Serlio.M'’ The balance between medieval and neo­
classical designs is in fact a delicate one, both in Prance and in 
Italy. V/e h ve seen how a humanists* edition of Terence could 
give illustrations recalling the sets for mystery plays and 
farces. '.Ve have seen, too, how in France the farce still flourished 
in the 1550*8, though by then a statio genre, and influenced the 
P16iade} and how outside the comic theatre, as late as 1547 a. 
wholly typioal medieval set could still be used for the Valenciennes 
passion play. All the medieval genres —  end hence pres mably the 
stage designs associated with then —  continued throughout the 
century, at the same time ae the Renaissance genre3 gained their 
footing. Neo-clasaioal designs flourished overwhelmingly in hat
1 La vie thgatraio. p. 160.
3 Ibid.
 ^The rranch ata,-:a. p. 87.
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Professor Lawrenson calls !par -theatricals1s entries, mosoarades, 
ballets and the like: is not the reason for this that the *parar-
theatrioals* were new genres, open to new ideas of design, v/heroas 
the 1 straight* theatre, however new some genres suoh as tragedy 
might appear to be, remained still in a medieval tradition?
Tho kinds of neo-clas3ic JL design, derived from Italy, 
are especially i - lioablo to tho straight theatre. First, the 
fa9ade with a number of doors in it (five according to theory' with 
parts of a set built in perspective behind the doors and visible 
through them. This, above all, is still visible in the Teatro
q u n) , ,Climploo at Yioanz a. -'or the rranoh the atre (not 'para^theatrlcals’), 
as we saw, there exists only one picture of this kind of set: that
at Bayeux.
The other kind is in the designs associated with the name 
of 3erlio. These first appeared in France in the translation by 
Jean Martin in 1545*^ aerlio himself came to France in 1541 and 
stayed until his death in 1554 —  that is, he was in France at the 
time of the first performance of Jodelle1 s comedies L*Fu;- one and
1 II i->rlmo libro d!arohitettura ^11 aeoondo libro di 
perspettivaJ di 3obastigno Jerlio ... Le premier livre d* architscture 
ihe second llvra de perspective) de >ebaatiari Serlio ... mis en 
longue franQoyoe par Johan laris, 1545» ^4 )x'
La ranoontre. Serlio discusses the three types of d£eor specified 
by Vitruvius (tragic, comic and 3-afcyrio) and gives illu trations of 
model designs for each type, with emphasis on the principles of 
perspective. The back of the stage, for example, should be higher 
by one-ninth than the front
But these designs, though they have the trappings of the 
Renaissance in their palaces, cities, North Italian Renaissance 
towers, and so on, soem in their essenoe to be derived from the 
medieval theatre. Nowhere in Vitruvius or other classical sources
is thct£ any reference to : .central neutral space with juildings (or
2 . forests}, supposedly realistic, on three sides; whereas such an idea
is perfectly reconcilable with medieval stage design. The Valenciennes
stage, thou^i more spread out, uses the principle^ do does the set
shown in Fouquet’s picture of the martyrdom of Laint Apolline.
1 Serlio, op. cit., raris, 1545* ?• 65* "oomsun&aent il se 
faiot une platte forme, eslevSe de te~:re en sa partie de dev ant au 
nyveau do nostre veue, ot la partie do derriere plus haulte saulement 
d*une neufiosme part."
 ^Cf. Jean Jacquot, La vie theatrale* p. 109* ”Le souci 
wde la part de berlioj de se conformer a Vitruve est dr auiant ^lus 
curieux que la scene aorlienne, nvec sa grande ouverture central©, n*a 
plus rien de comnun aveo la scene anticue, avec sa facade omoo ds 
colonnes at de statues et perc6es de trois ouverturos. II n*est pas 
moi/is curieux do voir Jean Martin, dans son Vitruve, reproduiro le plan 
du bheatre latin par fra Giooondo, puis, sens explication/^^ leo trois 
types de decor de Serlio, qui r&sument la pratique des theatres de la 
Renaissance* On n1 aurait su admettre aveo plus de ddsinvolture le 
divorce de la thoorie et de la pratique."
c
11
Serliofs desijno are no ne r, but reworking of an olt principle.
In Irmoe in the late 16th century, derlio’s dasi ns, even 
if consistently hailed ae neo-classioal, would have had an air of 
familiarity about them, or contemporary audiences, they would be 
a continuation of the medieval theatre, in a dif ferer. juiue, Th&t 
some version of them was in fact used will appear from examination 
of the plays themselves.
The next major pictorial document for the French theatre
is tho moire de Mahslot*1 nearly one hundred years after »erlio,s
designs. Professor jjaurenscn insists that .'shelot's sets ore not
directly related to Serlio, on the grounds that tho essence of a
liahelot set is the independence of e x>h separate compartment,
„ 2whereas Serlio^ sets are de§j.*paed as unified wholes. In view of 
the scanty evidence for the years preceding Mahelot, the question 
probably oannot be finally jettled,*^ But the essence of a ahelot 
set does not in fact necessarily lie in the independence cf in the 
relationshi > of its oomponents, but rather in the existence of a
 ^Bibliothecue nationalo, *23 Ft . 24330, .odem edition:
Le r.,er::oire de Mahelot, Laurent et autret dcoorateurs, ed, ,C, 
Lancaster, Paris, 1920,
2 The ?ranoh sW;e, pp. 86-9.
 ^A new edition of tho ^nitire Is in preparation and may 
brin; forward new evidence.
f e?o
neutral central space surrounded on three sides by stage elements.
This is always the basic design in Mahelot,.whereas there are not 
always more than one or two compartments! for example the 
specification for the anonymous Les trois semblables is simply 'II 
faut que le theatre soit en pastoralle a la discretion du feinteur", 
the corresponding drawing being of a single woodland scene; and 
Hardy*s La folie d*Isabelle has one compartment only whose placing
on stage is a matter of indifference: "Vous la pouvez mettre au
. 2 . milieu du theatre si vous voulez", an injunction which is in fact
carried out in the drawing. There is no juggling with a number of
independent elements in sets such as these. t
There is, of course, such a juggling in medieval religious
play sets, where the different mansions are in fact a series of
different structures —  even, in Fouquet*s L. arty re de Saint e. Apolllne,
a series of different theatres, each with its own stage and roof.
Y/e saw above how one of these structures may have given ri&a to the
3 vcommon type of farce stage. In the mobile religious plays, ' the
 ^Memoir©, ed. Lancaster, p. 79*
2 Ibid., p. 74.
'Vhioh were known to Grovin, writing in 1561s "i;t quant a ^ 
moy je suis de ceste opinion qua la Comedie a pris son nom o&f* y  
}u^C5/> c*est-a-dire des rues par lesquelles de ce premier temps elles 
estoyent jouees. et soluble qu* encore ceste coustume soit deneuree en
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different mansions were l separate oarts and thus nob fixed in 
any permanent spatial relationship at all* oo that to the extent 
to which Mahelot*s sets do involve combinations of pre-existont 
stage elements, they may be said to bo in a medieval tradition*
:>ach of derlio’s three sets shows tills same bos.'c design 
( of a neutral central space surrounded on three aides by stage 
elements), and moreover can also be regarded as consisting of a 
number of compartments, unified by tho Italian into a more coherent 
whole than in some of Pahelot'a draie^ is. In all three sets, the 
idea of comportments as opposed to a less diversified set is neither 
emphasised nor excluded. Ili3 comic scene consists of 3even buildings* 
a church at the back, two houses and an inn (or shop) on the loft,
and three houses on the right*1 All seven have doors, and all five
houses have windows or balconies (or both) above* The shape of the
inn reminds us of the 3hop in, for instance, the drawing for Jurvalfs
2A carite in the /.empire." The plays for which he was deal ni ig —  and
••• dlundres, et Pais bas, ou les joueurs da Comedies se font trainer 
par les oaxr^rirs sur des chariots et la jouent leurs histoirea, 
Comedies, ot farces" (Brief dlsocuro: Thertre complot* od. L. . invert, 
Paris, 1922, p. 8)*
1 derlio^ text states that the houses are those of bourgeois
citizens; that one of them is that of a maoquorolle; and that there is 
a toaple and a hostellorie (Serlio, op. oit., Paris, 1545i cf* S.W* 
Hclsboex, L' hlatolre de la :.i.io m  aofcno dana le thHtro A" ; igaia _d* 
1600 a 1657. Paris. 1933. pp. aOO-l).
' ne M&uoire de .aiielot* od. oit*, pp. 30-1 and drawing.2
wo know that he had pi c;ic I experience in Italy —  did demand 
compartments, and such compartments are perfectly compatible with 
his seta* 3o would be the demands made by Trench comedies of the
i
late 16th century.
It is difficult to escape the conclusion that there is a 
continuity of stage design in Trance without a break at 150G or 15501 
the medieval designs being modified especially by Serlian ones, 
themselves medieval but in neo-classical dress, and enriched 
especially in the early 17th century until we aae them again in 
ahelot’s drawings* iconographical evidence being lacking in 
between, but some support being found in the plays themselves* The 
continuity is of course relative. There ore so many unknowns, and 
so nkijoy different kinds of staging in existence at this period, 
that it would be foolish to over-rate the importonoe of this con­
tinuity or indeed to do more than simply state its existence*
j. -erformanoea.
* There i3 no need to recapitulate here the controv 'rsy, 
over half a century old now, to decide whether French .onrisa:,noe 
tragedies and comedies were intended for the stage or the armchair* 
Lanson* s investigttion3 proved finally that the tragedies rare in 
fact performed, while II* Lebegue*s Tableau gives us many details
1 t>l
The evidence that ve huve for our particular plays relates
mainly to the early ones (up to 1570) and to the late ones (1624-28
The question of Jodelle*s two comedies and their representation,
as we sew in the first chapter, is a thorny one in its details. But
those details need not concern us here. It is established, on the
testimony of Ltienne Paequier, that La rencontre war. acted!
Ceste Comedie ,.La rencontre], et la Jleopatre furent 
represent6es devant la-Roy Henry a Paris en 1* hostel 
de Reims, avecq*un grand applandissement de toute la 
oompagnie: Hit depuis encores au College de Boncour,
ou toutes les fenestras estoiont tapissees d*uno 
infinite de personages d*honnaur, et la cour si plains 
d’Lsooliers qua les portas du College en regorgeoiont.
Je le dy comme oeluy qui y estois present avocq*le 
grand Tomebus en uno mosmo Qhambro. It les entre- 
parleurs estoient touo hc::<inea de nomi Cat mesme Romy 
Belleau, et Jean de la Peruse, jouoient les prinoiprux 
roulets.2
Onoe, then, at the H6tel de leiffis, once at tho College de 3oncourtj 
both times, presumably, on a stage prepared or improvised for the 
oooasion. The precise date is uncertain! il. Salmas, in his edition
about performances of comedies, ,
Cf. o8p. S. Rigal, De Jodelle a .loliere. Paris, 1911;
C. lanson, * etudes sur lee origines de la tragidie olassique en 
Hrance*, Revue d*histoiro lltt^r.ilre de la rr:moe, X (1903)» 
177-231 and 413-6; R. LebLgua, ’Tableau de la comedie fr?n9aise 
do la Renaissance*, dlbliOvDeque dThum ilsme et Renai^since. VIII 
(19.6), 278-344.
2' Les reoherolies de la -'r ace, Paris, 1611, VI, vii,
P. 741.
L* -<w&ne« suggests early in 1553» suggesting also that I' ai enet 
v/hioh he datos very precisely in the last fortnight of Jeptouber 
1552, was probably also represented in a college.*-
Jodollef8 example of an integrated performance of a tragedy 
and a oomedy together, in a Royal and acaderiio milieu, was followed 
by Jac ues Grevin a few years later. Problems of dating arise here 
al3o. CrSvin himself tells us that La tresoribre. though put off 
(for reasons which are not now clear) in 1557» was performed on 5 
February 155$ (new style 1559) Les esbahis on 17 February 1560 
(n.s. 1561)1
Coste comedie ^La tresori&re] fut faicte par le 
conmandement du roi Henry II pour servir aux nopoes 
de madame Claude, duohease de Lorraine, mais pour 
quel que a empesche. anc diff£reei et depuis mise en 
jeu a Paris au college de Beauvais, apres la sat re 
qu'on appelle communaomont lea /eaux, le v. de 
fSvrler M.D.L7UI.2
Casta oomadis . Lea eaoahia i fut Else en Jeu au 
college de Beauvais, a Paris, le XVIIIe jour de 
f&vrier ‘S.D.LX apres la tragedie de J. C6sar et les 
Jeux s&tyriques, appolou comnundoment las Veuux.3
Ho evidence survives about the staging of La ..aubertine, if that
1 Etienne Jodelle, Lf :u, tu..e, ed. G. 3 almas, iHan, 1955> PP* 5-12.
2 quoted from Jacques Grevin, Theatre couplet, ed. L. Pinvert, 
Paris, 1922, pp* 353-4*
3 ib id . ,  p. 355.
was indeed a th ir d  comedy by Gr&vin (see Appendix B ). .......
Jean—Antoine de B a lf  included d e ta ils  o f  the performance
o f h i 3 3rave on the t i t l e  page o f the f i r s t  e d it io n *
Le Brave, oomedie de Jan Antoine de 3 a i f ,  jouee 
devant le  Roy en 1 *h o s te l de Guise, a P a r is , le  
X "/III de Janv ier H.D.LXVIlJ.1
The occ sion was an im portant one, and again , in  a Aoyul and
academic s e tt in g ; a ;a in , in a b u ild in g  w ith , presumably, an
improvised s tage . The f i r s t  e d it io n  in  15^7 g ives the *chantz
r e c i t e r  en tre  le s  actes de l a  comod!©1 by Aonsard, B a lf  h im s e lf,
.jesportes, i 'h i l ie u l  and B-ellaau; but they have a lread y  vanished
by the 1572 < U t io n .
No performance o f I 1 eunu^ue is  known to  us, on ly  a note  
about i t s  tra n s la t io n *  the o r ig in a l m anuscript, now in  the  
Bibliothfeeue N a tio n a ls , bears the note in  a 16th  c e n tu iy  hand, 
probably B a lf ’ c own: M *ehev6e ... -deaain de Noel devant jo u r 1 5 0 5 .”
Perhaps i t  woo intended fo r  a Christmas en terta inm ent, or fo r  a 
performance in  the e a r ly  p a rt o f 1566#
A xtem al evidence about - la ia d o  p lay s , th en , ;iva3  us a 
p ic tu re  o f  a s p o o if io a lly  U n iv e rs ity  m ilie u , sometimes w ith  U n iv e rs ity  
jokes o r references (th e  i ro to n o ta ire  in G revin f s La t r e s o r ie r e *,  
and / i t h  Royal patronage. Jean do la  T a i l le  t e l l s  us th a t he and
1 J.A. de 3alf, Le Brave. *aris, 1567.
h is  b ro th er Jacques wrote ploys in th e ir  youth, w h ile  students* 
th a t is ,  again , in  the milieu o f  the U n iv e rs ity  of P a r is , The 
stages were presumably prepared for the occasions. There is  no 
reason whey they should not have been e laborate* a f t e r  all, the  
se t a t V icenza was prepared for a s in g le  occasion, and we have i l l  
seen present day school and U n iv e rs ity  productions whose sets r e  
by no means sim ple o r improvised* octem ul evidence take a us no 
further*
To these ro y a l and academic performances wo should add 
the performances o f  I t a l i a n  plays in  ro ya l and a r is to c r a t ic  c irc le s *  
Bibbiena* s La J a la n d r ia  in 1543 at Lyor , Alanaimi'e f lo ra  in 1555 
a t Fontainebleau, F o m & ris1 n  :o lio a  in  1584 a t the house o f the  
Duo de Joyeuoo a t P a r is . The f i r s t  took place in  the 1 grande sails 
de d a ln t-Je a n 1, a h igh  vaulted room in  which the set was built by 
the I t a l i a n  luinnoooio, o f  derlian ty p e , s p e c if ic a l ly  using perspect­
iv e .1
Between La T a i l le  and the 1620* s , we never know when or 
where any given comedy —- o ther than Ancelicu —  was performed* 
Gerard de V ivre  t e l l s  us th a t acting in  schools is  pe&agogically
1 S.J. Holsboar L'hlstoirc de la alae an scene d ais le 
theatre flransala da loCO a. lo57, rarl* 1933, p. 53l wronaon,
Tag Srornh atage, p. 126.
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affective, even giving stage directions in some detail for
performance, and we may perhaps conclude from the many editions
of de Vivre's plays (in which stage directions always appeared''
that they were found useful for their purpose and so were in
fact acted in schools, Francois d'Amboise tells ua that his
comedies were "Veues at reoeues aveo un plaisir indioible", hut
does not say when or where. Gabriel Chappuys makes his Poete say
La chose represent4e au Vif ainsi qu'elle ha 
este faite, ha plus d'energie et dfefficace, 
que ce qui se declare par parolles.l
but this is, of course, not conclusive evidence for performance*
ti. Lebegue's 'Tableau* Includes references to many performances of
'comedies', but the tern is notoriously general and can refer to
moralities or farces or other genres as well as to strict comedies.
In the British auaeum copy of Larivey's La morfondu. the
1579 edition, the dramatis personae bears a list of actors in a late
16th or early 17th century hand, which appears to show that the play
was acted, but the actors prove difficult to identify. The list is
as follows (the two right-hahd columns being printed, the rest in
manuscript)*
 ^Gabriel Chappuys, Las mondes celestes ... de Gonl. Lyons, 
1583f p. 666. .........
la motte PHILIPPES Amoureux.
michel clairs Servant®•
bretone L0Y3 comoagnon de Philione3.
mostier LAMBERT serviteur de Philippes.
la fonteine CHARLES Amoureux.
fleury LAZARS Vieillard.
fonteine AGNES sa Servants.
bretone _ / AGATES 
-CBONIFAC.:
femme de Joachim, 
serviteur de Charles.
lanoelo L2G2R Laquais de Lazare.
la motte JOACHIM Vieillard.
michel HELAIH3 Niepce de Lazare.
In the 1630*8, a young Francois ds la ;£otte oould act Philippes 
(but he is otherwise not heard of until 1641); Fleury mi^it be 
Fleury Jaoob, by this time certainly apt for a vieillard1 a peart;
Pichel oould be Michel de La Ghappe (d. 1642^, whose daughter La 
l^ otte later married; La Fonteine could be Stierme Ruffin, called 
La Fonteine, who was acting up to 1638; 3retone could be Noel Le 
Breton, called Eautoroche, who was b o m  about 1616. On this 
assumption, Uostier and Lancelot cannot be identified at all.'5'
—  One other performance of a pl^y by Larivey or d'Amboise may 
have boon that of the Chfiteau de x ougy which we discussed in chapter 
1. But in general, the references are very soattered. Perhaps more 
evidence once existed, and the notoriously ephemeral nature of records 
of this kind is to blame.
Cf. Gr. .*iongr6dien, Jiotionnairs bio.^raphicue das ooaedlexia 
francais du AVIIe sieole. Paris. 19bl. pasaloT I am hoping that
hlmaelf may be ablo to cast some light on this list.
The performance of comedies in Hardy’s time has been 
ably di. cy ioae Deierkauf-Holsboer in her 'Vie d'Alexandre
Hardy' and by Professor Gill in his edition of Les ramoneors.
Their conclusions were, as we saw, that Hardy certainly wrote 
comedi-381 and that in fact the very question of 'copyright' in 
connection with stage performance was probddy responsible for the 
failure of these plays to reach print. It was the troupes of 
Valloran le Conto and later of I lorre le dessier (Bellerose' and 
Villiers, with Hardy as poou a ga^ea, that acted such oomadies, 
Supporting this evidence, we know on the testimony of Thomas 
Platter that Valloran*s troupe, in 1599* specifically performed 
oomadies i
A l'hStel de Bourgogne il y a un comedien nommd 
Vale ran, engagi par le Hoi. II joue tous les 
jours, apr&e le repaa, une oomSdie en vers 
fratals, et ddbite ensuite une farce sur ce qui 
peut Stre arrivd de dr£le a Paris, en fait ,
d'amourettes ou d'autres anecdotes du rn&ae genre.x
Platter's distinction between 'convSdie en vers fra^ais' and
'farce' is quite clear.
Lea ramoneurs itself ia connected with the H6tel de 
Bourgognei that is, probably with the fCom6diens du Hoi', a company 
including not only actors of Valleran's kind, but also the three
\C*\
1 Translated from the original! cited by Lebegue, 'Tableau*, 
p* 316.
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fare© actors Gros—Guillaume, Gaultier Garguille, and Turlupin.
The author of th.u play makes the valet Martin say* '‘Voila
vrayemont un bel example a vos disciples qui verront repre enter
2l’histoire de ces belles amours dans un hotel de 3ourgogneM, a 
line which could have its full effect only in a performance in 
the Hotel de 3ourgogne itself. With this play, indeed, we are 
returning from conjecture to fact} and it was M&Litet played only 
some five years later (1629—30), th t established (as Corneille 
tells us in his Wxaagn) the troupe of Wont dory at Paris, to begin 
a period in which the publio theatre in Franco was to come once 
more to an acknowledged significance.
6. The evidence of the plays* 15%-It37C.
The internal evidence of the plays themselves has not, 
as far as I know, been used before to yield information about stage 
sets, perhaps beoause their evidence, as possibly non-dramatio works, 
has been niistrusted. Let us put this objection aside, for the moment, 
and examine what information they have to offer j we may then de dde 
upon its value.
For L1. •u.cene. two compartments only are needed* the houses 
of Guillaume and of Eugene. I, iii is set inside Guillaume’s house
1 XV, XJ ed. 0111, pp. 133-4
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(”Maia comment? qui entire 06ana” / Avez-vous laisse l*huis ouvert?”)} 
it must have been a door through which Messire Jean enters, and it 
has an upper 3torey (III,iii). It has a garden (I, Hi), but this 
need not necessarily be represented on stage, hujone13 house needs 
a door (V, v MVoyla l?abbd et mon Helene / Jev&nt la oorte'*} M3us, 
entrons'*), but no action takes place in the interior. Florimond^ 
house is referred to (V, ii and iv) but need not be on stage. So, 
short of improvisation, thero mu it be one compartment with an 
interiorj one with only a door} and a neutral spaoe for the street 
(lit i).
Jodelle's other comedy, ha rencontre♦ is lost, but we do
know something about its staging. Stienne Pasquier says of it:
La .oncontre ainsi appellee parce qu*au gros de la 
meslonge, tous lea personnages s'estoient trouvez 
pesle-meole Oiisuellement dedans une maison, fuzeau 
qui fut fort bien par luy denes le par la olosture 
du jeu.*
The scene where this confusion takes place, with all the characters 
within a single house, is presumably shown on-stage, like the scene 
inside Cruillaurae’s house in L1 3ur£ne. It would be difficult to 
improvise. Staging clearly is of some importanoe when the very title 
and basis of the plot are derived from it.
Lee recherches de la France. Paris, 1611, VI, vli, p. 741-
In La tresori&re* the Tresorier* 3 house is the only 
essential : c . rtmenti it has a door whioh is knocked at and used 
(III, vj IV, I i i *  etc#), and an upper storey i s  referred to. The 
whole play appears to take place outside this houses all action 
within it is reported. One might suppose from III, iii ('*11 eat 
chez le sire Sulpioe") that II, iii took place at 3ulpioefs house* 
but Constance’s appearance in that soene suggests otherwise, that it 
was rather at the Tresorier*s house.
Lea esbahia is similarly undemanding, duly one ooupartment, 
Gerard's house, is needed. It has a door through whioh L'Advocat 
enter a) and emerges (ill, iv* IV, i) and an upper storey (III, v 
"Je montray jusqu'en la chaabrette") whioh is probably shown on-stage, 
since Panthaleone appears to deliver his serenades to a window above 
in II, iii and V, 1. II, iii definitely takes plaoe in the street, 
"devant l'huys du sire Gerard"* Otherwise references to plaoe are 
often improoise. Ho action necessarily takes plaoe within Gerard's 
house. Compartments for Josse and Claude would be possible, but the 
neutral space could alto as used for them. A1 though, as we saw, 
there is no a priori reason why a college production should not have 
an elaborate set, it does appear that Grevin has chosen to make only 
modest demands on his stage—builders. Unlike Jodelle in both his 
plays, Gr&vin does not set any of his action inside a compartment* A 
single 'flat' with a door and window in it, or even a back curtain
n*b
with an aperture, would be adequate for either play*
In La reoonnue* action once aore takes place inside a 
compartment* In I, ii, adame refers to kitchen equipment (“ce 
chaudron'*, etc.)* so that we are quite definitely inside the kitchen.
The kitchen has a door communicating with the rest of the house, 
since Janne asks for it to be closed in IV, v* There is also a door 
from the street into the house, which Janne opens! it may lead into 
the kitchen, but this is not absolutely clear and would in any case 
be odd on 3ooial grounds. There are a room or rooms (above (l, ii 
'•Antoinette, descendez") end a window (V, i). One other compartment 
is essential, the Voisine*s house (I, iv-V! IV, iii)* There is 
definitely a neutral street area (act V). An extra compartment for 
L'Amoureux (IV, vi) would be possible but is not essential* So —  again, 
short of improvisation —  the requirements are the sane as for l1 .ugene; 
a ’street’ area, with two compartments, action talcing place within 
one of them*
The set for Les oorrivaux also requires only two compartments, 
with a street in front. The compartments are Jacqueline's house and 
Premin*s house, in a residential port of Paris (II, iii "Je m’en vais 
a la ville")• Inlll, iii Bonard is outside Jacqueline's (“le logis 
ou se tient aon fils") and in III, v, without mention of his having 
moved, he is outside Pronin's ( Je ne deminde autre chose, entron 
dedans“), so that the houses may be supposed to be near eoch other in
"I
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terms of the play itself. Both of them have doors* Fremin’s has 
a back door as well (I, iii| If ii* etc.), but it is evidently 
supposed to be off-stage (Illf iii, etc.). ttuch of the action takes 
place specifically in the street, and none within the houses. Le 
Ke-rroctant is of course a translation* but in any case it follows 
tho pattern in requiring two compartments, with a street in front. 
The two compartments are supposed to be near each other in terms of 
the play (I, ii)* and there is f. reference (IV, vi) to "ces maisons 
prochaines”, which may be mere flats.
Half’s two plays follow the staging requirements of their 
originals. Le brave in particular requires two compartmentss the 
houses of Taillebras and 3ontams (corresponding to those of 
Pyrgopolynioes and Periplactomenus in the Miles &lorioous)« But all
the aotion takes place outside them.
The stage requirements of those first comedies, then, ore 
quite consistent. There are five original plays, throe translations 
and the missing La rencontre. The most that is needed is a neutral 
space with two comportments, with action inside one of them and a 
door in the other (ifEugene. La reoonnue). The least is a neutral 
space with one compartment with a door (GrSvin’s two plays). La 
faille’s two plays need two oompartments, but no action takes place
within them* Jodelle*3 other play, La rencontre. has action 
within a compartment but it is possibly the only compartment —  we 
cannot know.
This is not the staging required for Terence*a plays at 
any period, for there no action is ever seen happening inside a 
house. It could correspond to the decor of the illustrations to 
Renaissance editions of Terence} in those illustrations curtaine 
are used and sometimes the drawn obtain reveals a character inside, 
a procedure that could be followed for L * mu^ene and La l-ecqnnue.
But the decors of the Terentian illustrations are essentially rows 
or groups of numbers of compartments* whereas here there are cnly one 
or at most two.
2Ror lias it any Italian character} nor is it the staging 
of the farces. In reading farce, one becomes used to the vertiginous 
changes of iceaae depending doubtless on improvisation, whereas here 
the atmosphere is different, calmer, rather suggesting that an actual 
set is being used than implying improvisation.
 ^For example, in an illustration to Phormlo in the 1518 
Venice edition, reproduced in Lawrenson and Purkis, *Les Editions 
illustrSes de TSrence*, fig. 13.
2 The faroe-Iike character of L* u/^ one is quite at 
variance with 3erlio*a elstoorate comio scene, which 3almas neverthe­
less roproduoes in hia edition of Jodelle*s play.
It does seem that a kind of set is impliedf especially 
in Lf V  La roccnnuo, and also in Les oorrivaux and La , 
rencontre. which is different from anything known to us from 
pictorial evidence. A reasonable solution could be that the 
model for these writers in conceiving tha setting for their 
plays was the Ter entire illustrations, but that since their 
plays were less complex structurally than Terence's, were 
their sets. A very simple design for , . ' might bei
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7. x'he ovi ance of the plays> lgl-iyo.
De Vivre's La fidelity nuptials* as we saw, is the 
first oomody in French to imitate the Italian players newly 
established in France in the 1570*0. Already its staging is 
different from that of the earlier generation. It is not 
elaborate* but it makes full use of the dScor implied. There
is a window above —  from whioh a servant* Pa.rdali3oa* throws
down water as it were into the street* shouting as she does so
"Garde l'eane. Garde I’eaue". There are pillars supporting the
"fenestrages" or balcony —  and a masked figure who stands hidden
as though he were one of the pillars:
Cependant qu'il ohantera* sortira un autre 
acooustre legiereroant ayant un masque devant 
la faoe, lequel se mectra devant la porte 
tout debout en un coin* la ou 1* autre ira
chanter* et se tiendra 1 - ooy* oomme si
c'estoit une oolomne a souatenir les 
fenestrages •
This active use of stage elements seems different from the more 
passive use seen in the comedies of the earlier generation*
There i3 something of it in Larivey's Les esprits*
Two compartments are needed: -Severin's house and Hilaire*s house*
They are near each other in terms of the play (ill* iii). Severin's
needs a door ind a window above* end both of these are actively
used* the first in III* iii where the door can be heard opening* and 
the second in II* iii* where tiles are thrown down from it* Hilaire* s 
needs only a door* through which Front in enters and emerges (I* v)f 
it also has a *Huys de derri^re* (III* ii) but this is not necessarily
on stage* The stage must reprerent* or at least give the iliu :16n -of*
'»
two or more streets (I* ii "Je le veux appeler devant qu*il change de 
rue")* Near Severin's house there is a 'trou* in which he hides his 
purse (II* iii* etc*)* Gerard's relation's house* and buffin'3 house*
nr
are referred to and said to be in tho same street as each other 
(IV, ii), but core not necessarily on stage.
Tumebe'a Les oontens requires three compartments: the
houses of Girard, Louise and Monsieur Bartole the lawyer.* The
first needs a door, and in IV, v a window above is implied ("Qui 
est la-bas?). The second needs a door whioh can be locked with a 
key (it is so locked at V, iii) and a window above which opens and
closes (V, iii). None of the action other than reported action
2needo to go on inside Louise*s house, ‘ but we >aow some things
about its interior: it bos a ’petit oratoire* (III, vii), a
* sail * below (III, vii, otc.), and a rc or rooms above (I, i 
"Qu'on se despesche de descondre’*). The * salle* has windows 
opening into the oour (act IV). The house also has a 'huys de 
derriere* (V, ii). M onsieur Bartole* s houoa needs only a door 
(IV. iv-v). —  These three oompartments are supposed to be near 
eaoh other in terms of the play itself (in III, iii Basile, who is
* Dr. Spector, in hi3 edition of the play, p. xxxvi, only
counts two, omitting ^ onsiour Bartole*s house. Although it is true 
that in production this house oould be set off stage, there seems no 
reason to suppose that it is not a third compartment on stage: cf.
IV, iv "mon frero, allons trouver ce fameux advooat /onsieur Bartole, 
qui demeure tout icy-contre”, and IV, v "Tenaz, la voyla qui sort de 
chez Monsieur Bartole.”
2. Part of I, i oould well be set inside, but i»i. Lebague is
wrong in assuming this to be essential ('Unite et pluralite de lieu dans 
le theatre fran^ais 1450-16001, Le lieu thSatral a la renaissance«
Paris, 1964» p. 352).
u<\
outside Girard’s house speak3 of the door of Louise’s hou3e as
"coste prochaine port©”, while from IV, v we gather that M. ?artole*s
house is near Girard’s). Girard’s house appears to b© a mere flat, 
because in IV, v Girard and Mustache speak in the street, rather than 
in the house, for no dramatic reason at all} the only reason that 
suggests itself is that the set does not allow them to enter.  ^—  ku 
well as the main neutral space, there are at least two ’rue les’
(I, i). In I, iii Rodomont hides under an ’aurent*, but V, iv
referring to this same scene says that he hid behind a ’oharrete’, 
a cart} this is an inconsistency, but one or other, or both, is 
necessary.
Les Keapolitaines similarly needs three compartmontsj 
Angelique’a house, the College dea -oobards, and the inn the sou de 
Fnineq • The first is supposed to be in the Faubourg Saint—Germ; in 
(I, i)} it h a door, through which exit C mille, running (ill, vi'*} 
it has a window (II,iii)} and it probably has a ’haute gallerie’, 
otherwise Caster’s lie (III, iii) would have no point. It has an 
upper storey where Angdliqua and Virginia live (ill, viii). No action 
takes plaoe within it} indeed, in III, viii it seems odd that the 
action should continue outside the house. The College des Lombiirfs
1 Dr. Cpector suggests in his edition, p. xxxvii, that the 
reason is to preserve the unity of place. This theoretical reason may 
well be corredt} the conclusion regarding the staging is nevertheless 
also valid.
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has a window; in V, iv tho innkeeper calls Camille* 'Je le va.- 
appoler par la fenestra”, and Camille appears there. The Jscu de 
France has a door through which the innkeeper enters and emerges 
(V, iii). —  The street is used (V* x, etc.) as neutral territory. 
—  Other compartments are possible* but not essential; one likely 
one is Augustin's house* for in 1* 1 he is calling out to Loys* who* 
precisely* is staying at home* and another possible one is the 
house where Dieghos is staying (II, iii; III? vi; I, iii). Other 
places are named* whioh tho characters visit rithin the time of 
the play's action* but they are not on-stage; the patisserie 
(XI, 5.1)* Isabeavt’s house (IV f iv), etc.
The evidence of ornaris' >n olloa and 3runo's II Candeiaio. 
both published in France* merely supports our data so far* neither 
presupposes a stage in any v/ay different from that of ios pontons 
or Les Heaoolitainas. mL*C*m'3 m. teli..ue is a olose translation of 
An rolica. As we saw, it is doubtful whether Lasphrise'a llouvolle 
tra dcouique wa3 ever acted, but if it were acted* it would be an 
exception to the practice so far; it would need five compartments; 
Dominicque'a house outside laris, with a gate that opens; the 
magician's cave; a city gate of Paris, again which opens; an inn 
with a window* a door that opens* and a scene inside the inn; and 
a prison.
Perrin’s Les esooliera is far simpler than any of the
plays we have been discussing. As we have seen, it stands outside 
the Italian^ tradition, and the state of the commedia arudita 
is foreign to it. In this, as in other ways, the play is a return 
to other, simpler, forms. There is only one compartmmt, Marin* e 
housej this has a door which can be heard opening (II, ii). If 
Friquet in I, v is not speaking in general terms, it seams that 
from the outside of the house one can 3e© a staircase, a door and 
a window, iooe of the action is definitely in the street (IV, v).
Los dosffuiaez* although an adaptation from the Italian, 
is also simple* Only one comportment is essential; Ore;;oirG*s 
house in a residential part of Toulouse'*' (V, ij III, v "Aon pere 
doit retoumar ... biantost de la villa"). It has a door through 
which Louise enters and emerges (II, iij IV, iii)* III, v-vi 
could take place within the house, but need not* Other possible 
compartments arc the voisine*s house (II, ii), Prouventard* s house 
(III, iv) and Passetrouvant*s house (IV, viii); any of these could 
be on-stage, but need not. Lome action definitely takes place in 
the 3treet (III, i and iv), and the stage seems to have two streets 
or at least their appearance (ill, iv "il a ja ga^e 1*autre rue")*
Troterel*s two plays, liko Les eacollera* look book to farce 
in many ways, and not least in their staging* The awarene»3 of stage
* Not "Valence", as A. Cioranesou states (L*Arioate eg France* 
vol. 1, Paris, 1939* 302).
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dSoor which we saw in ha fidelity nuptiale and Les esprita is 
absent hoic, and we have only icoaaional references to basic sta^ -e 
elements such as a door (i-,e3 corrivaux. II9 iv). One of the rare 
references to a curtain in French den&issanoe comedy is in Les 
covrivaux. III, iii.
The set for Lea rtuioneurs. on the other hand, ia relatively
complex. It consists of four compartments, every one of them this
time with doors. The play opens outside the Captain’s house, noe
malotru de logis" (ed. Sill, p. 24), 'oe miserable Toict a pourceaux”
(p. 4)) it has a door out of which Galaffre chases the Crooheteur
(p. 6* of. Les Foapolituines. Ill, vi), j:i a window above (pp. 13,
32). Part at least of III, iv takes placs within the house, when
the chimney is swept* this is a room separate from Diane’s room,
the one which has the window (p. 9i)* —  separated from the Ca; tain’s
house by a drain or 'ruisseau* ( p .  21) i ; Dame Bonne’s fruit shop,
whioh has a window !opposite* (p. 43) and commanding a view of the
Captain*3 house. People go in and out of her door (pp. 70, 72)*
—  Claude’s house has a bedroom inside (pp. 120-134) in which, as in
the Captain's house, action takes place* the door of the bedroom is
even broken in (p. 127). Desiios this, there are refei'ences to a
’Chambre ds nantissement* above (p. 137)» a 'salle* (p. 150) which i s
X>ossibly the same as the ’oha.ibre* (p. 97) but which is specifically 
not used (p. 150), and a ’porta de derriere' (p. 127'. Finally, there
is the house of Dame Louise, the Lingere, which has a window 
(p. 153) and a room above (p. 145)• This is certainly the aost 
complicated set of any of our plays* unless a very great deal 
of improvisation were employed, the bare stage of the Hdtel de 
Bourgogne as we see it in dosae's print (reproduced, for example, 
in Gill's edition,^would be ’wholly insufficient. If the plv 
acted at the Kdtel de 3ourgo:?ie, as it would appear (p. 134 3 
and Introduction, pp. xxrv ff.), then we surely must assume a 
more elaborate set, similar to those in the Mahelot drawings.
\s for the arrangement of the compartments, we know that the 
Captain’ 3 and 3on?ie's houses are very nee > .ch other, that 
Philippe's turns left out of the Captain's house to go to Claudo’s 
(p. 87)♦ 30 that Claude's raust bo on stage left of the Captain's; 
nd that the Lingers's house is probably noJc meant to be very far 
from Claude's, as Galaffra easily follows iiartin from one to the 
other. Finally, the number of references to streets, particularly 
small ones (pp. 71* 73* 37* 92* H9* 143) suggests gaps between 
the compartments, perhaps alleys as in the Vicenza sst. One arrange- 
of the whole might bet
Corneille’s MSljte« written in the same deoade as 
Lea ramoneurs* stands firmly in the tradition of multiple d£oor. 
In the examen whioh he published in 16609 he wrote*
Cq sens cor nun, qui esoitt toute m& degle •••
ra’avoit donna asses d*aversion de oet horrible 
d&re&lement qui mettoit laris, Mome, et Con­
stantinople sur le noame Theatre, pour reduire 
le mien dans une seule Villa.^
The three naoessary compartments —  the houses of M6lite, 
of Cliton, and of Tirais and Gloria —  are indeed supposed to be 
in the same town, but nevertheless in different quarters and far
" .uoted from Pierre Corneille, M61ite« ed. .Mario IloqueD 
and .arion Lievre, Lille and Geneva, 1950* P» 135*
enough away for Tirsis never to have seen Mdlite before (h-umon:
"oea cuartiers doivent estre si esloignez l’un de 1'autre, que
les Acteurs ayent lieu de ne pas s’entreconnoistre^)• Ve saw
that Tumebe in his play has minimised the artificiality of tie
convention! but Corneille, forty years later, here still accepts
it. Later, in tho ^xamen. he was- to consider it a fault that
characters were allowed only a short time to move from one quarter
to .mother! but of course, in terms of the convention, there is
2no objection to this. —  ’elite’s house, like so many others, 
has a window at first floor level at .'hioh she appears (II, viii 
"ilia paroist au tr ivera d*une jalousie ... Aelita se retire da 
la jalousie et desoend")! Gloria* has a door (ill, vii "lie luy 
forme la porte au nez'1).
What are the constant features of this convention?
First, it is uite clear that a form of d6oor simultane is involved,
1 • *a single set with a number of houses. And the stages in the
1 Ibid., p. 138.
2 Thus Tirsis in act I between scenes iii and v, 82 lines!
Tire is in act XI between scenes v and viii, 84 lines; Cloris in act 
V between scones iii and v, 54 lines.
 ^Is it necessary to refute the idea of successive changes 
of scene0 In the lqth century, Thomas Love Peaoook, translating
11 *Irurmnatl. wrote: "I have ... marked throe changes of sconex
A street, with two hotels and the house of Gherardo. A street, 'with 
the house of Flaminio. * stroot, with the house of /irginio", ...
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illustrated editions of Tarenc ; will no longer dc, because they 
do not have . iu&ows, doors whioh c in oe heard opening, and so on* 
while the elaborate set of ierlio's comic scene, with its ohurch
i
and tower, shop and fivo or more houses, is never necessary.
It is clear that a change has taken place with the 
coming of the Italian troupes. From Jodelle to La 'faille, the 
maximum number of compartments needed was two, with action tailing 
place in one of them (L1 unone. ^a reoonnua). From Larivey to 
.uu r aoneurs. two to four or even five compartments are needed, 
with action inside the; in Lea ramoncora. and the compartments 
need to be more complex. But the staging seems to have altered 
only in degree and not in essence. The example of La Taills 
should warn U3 against assuming that a sharp break occurred over­
night. La Taille*a models were Italian (thou^i admittedly he 
wrote before tho Italian troupes came), but still, as an admirer 
of the Fldiade he demands no more complex sets than they do. The 
Italians may have scored a great success in Trance in the 157^f3, 
but the stage demands of French comedy do not seem to have altered 
essentially as a result* with ^errin and even Godard, adaptor 
from the Italian as he was, it v'as still possibls to return to a
... an error which has found its way, without comment, into a 
modem reprint* The genius of tho Italian theater. New York, 19^4 *
p. 100.
set demanding only a single compartment. This continuity aupx^orts 
the particular ideas about continuity of stags design whioh I 
suggested in part 4 of this chapter.
Separate compartments, then, with a neutral street area
if  -k~r**L
are used throu^out our period. The town is always Paris (except 
Toulouse for Les desguisez. and Saumur for Lf avare oormO. although 
references to the provinces are more frequent than they will be, 
for example, in post-Richelieu plays. omo of the action takes 
place in the street, and sometimes it is specifically made cloar 
that the characters are in neutral territory and not outside a . 
specific character’s house vLoa .;eapolltaii a. Ill, xi, etc.; In 
Le.:: Bdprita. Lea contans. Las das.-ulaez and i,ea ruaqneurs it appear, 
that there is more than one street, or at least the illusion of 
more than one street, on-sta^e. To this extent, the convention 
corresponds to Gerlio's ’’comic scene”, where small alleys open off 
the main central space.
The number of essential compart isnts, even in the lator 
period, varies from one to four. In Perrin’s Lea espaliers. Marin* s 
house is the only one, and there is no reference whatsoever to any 
other compartment. At the other extreme, Les ramonours needs four 
compartments} and Les Geapolitainea needs at least three, probably 
four or even five, while in addition four other places visited by
ugr
the characters off-stago in the course of the play are precisely 
nmiert
The compartments in the comedies, then, are always 
town houses with a street or streets in front of them. It is 
perhaps noteworthy that no comedy has any compartment representing 
anythin other than a town house. The i'imoire de Mahelot, from 
a later period in the history of the theatre, has compartments of 
many other kinds (caves, castles, cemeteries, prisons, gardens, 
oceans, etc.':, not merely in tragedies, tragicomedies and pastorals, 
but also in comedies such as au Lyer' 3 Leo vendan :ea de Juresnes.^
The town houses regularly have certain features in 
common. l>ery one has a door opening diractly on to the 3treet, 
in vi of the audience j in every case without exception a 
character or characters go through these doors, and in Lea esprita 
and Les esocliora one can be heard opening. In Loc- content Louise 
looks one with a key. oometimea the door i3 all that the compartment 
requiresj sometimes considerably more. Thus, in Les pontons ^ouise's 
house has an upper storey with a visible window that opens and 
closes1 and several others also have upper storeys and windows, 
ongelique's house in Les Leapolitaines appears to have a 'haute 
galleria1, but there is never a balcony of the Romeo and Juliet kind.
1 Le :.I$aolre de Uaholot. ed. cit., p. 94»
Any serenading (les osbahis. La fidelity nuptiale. Les ramoneur3N
is dona to an ^pen window.
It is clear, however, that some compartments, although 
they may have a door, oould perfectly well bo mere ‘flats1 or curtains 
without an interior which can be acted in. duoh are Girard* a house 
Les cuntens (IV, iv) and Angdlique*s house in Lea geapolltalne3 
where as I have said it causes some dramatic awkwardness in both 
cases that characters are forced to remain outside a house. In other
\ K ' »_ I
I  ’ ‘ I ^  'plays, there is no duch awkwardness, but nevertheless there is often 
no evidence whether a p ' ioular scene is taking place inside a 
house or in the street outside, -any compartments thus have no need 
to he anything other than ’flats* or curtains.
others certainly have interiors within which action takes 
place. Suoh are Guillaume*a house, u* ±\x :ene. I, iiif presumably 
the house in Jodelle’s lost play La rencoii&rei -onaieur*a house,
La reoorame. I, iij Claude*s and the Captain*s houses in Les 
ramoneurat and perhaps Gregoire’s house, Les uescuisez. Ill, v and 
vi (the act on inside Louise*3 house in Leu contens. though consider­
able, is meroly reported'. All 3ix houses have a door, communicating 
with the street, through whioh characters pass in the course o ‘ the 
play, action taking place both in house and street. It is necessary, 
therefore, that both the inside of the house and the street should be
in view of the audience. There are two solutions. irst, for the 
earlier plays I suggested the use of c. curtain, as in the Terentian 
illustrations; this could be used for the later ones too, for 
such a curtain was certainly used a few years later in the aheiot 
drawings.^ Or it aight be done by deliberately omitting the wall 
of a house that is on the audience*3 aide* so that the interior is 
visible to the audience; derlio illustrates this in his tragic 
scene, but not in the comic scene. In Les r^aoneurs (IV, x) ( nd 
in La8phrise*s Houvelle tra. .Icomiaue; an interior door is broken 
down, suggesting somethin of tho kin. .
Some of the . aheiot sets oro close to tho sets required 
for these plays. For one thing, they are pictures of sets built 
on tho Hdtol de Bourgogne stage, /here Les ramonaurs for one was 
performed, the set for Les ru.oneura not being essentially different 
from that required for the earlier plays. In general they are lore 
ooraplexj but where it happens that a play makes similar demands to 
those of our oomediea, the set is similar. The closest is probably 
Rotrou's ^es L.onocLmes. vvith four town houses, ©aoh having a door and 
a window above, and with a neutral street area and alleys between the
1 Cf. Le vlemoire de .aheiot. ed. cit., pp. 73-4 (Hardy’s La
Folia de Clldamant and La folie d’lsabblle). and Les rnmoneurs. ed. Gill, 
p. xxix.
2‘ Reproduced, for eiample, in Lawrenson, The French sta^e. fig. 9«
It is, oL course, an artificial onvention that places 
which, might be supposed to bo come distance apart are set close to 
each other on stage* Potiron in La raconnuo* arrivin g at onsiaur18 
hous*, from off-stage, is ’hors d’hudeine’ (IV, vi). But at least 
in the comedies the various houses are all supposed to be Tdthin the 
same town, thus fulfilling any theoretical requirement for the unity 
of place} whereas in the tragedies • and tragi-comedies of the turn 
of the century (such as Chretien de Croix1 Lea Portu&ais infortun^s) 
distances of many miles can be involved* In one play, Les contens* 
the three compartments are supposed to be very near each other in 
terms of the clay itself (III, iii and IV, v), a touch of realism
peculiar to this play and strictly unnecessary in terms of the
2convention of deopr aiault.y 6. '
A problem presents itself in the cases of L1lurene and 
Lea i^ eapoli Caines wl ich may be solved according to the degree of 
artificiality which is assumed* 5 In L1 ugane* it is reported th it 
in the interval between II, ii and III, i Lmault goes to Guillaume*
 ^Le .'Lemoire de ilahelot* ed* cit., p* 89 and drawing* Q
2 The two compartments of Les corrlvaux are similarly
supposed to be near each other} but the fact has to be deduce! and
is less obvious than in Leo contone.
n i
house, enters, confronts the company present, and departs. In 
Lea He go ol i t vino a it is similarly reported that between III, xiii 
and IV, I Camille enters m-^licue’s house and sends Cornelie off 
to do the shopping, Com&Lio returns, is delayed by some students, 
Ga ille leaves, Compile enters and then emerges.- fa learn these 
things by report} but in both cases the house concerned is a 
compartment on stage and in full view of the audience. Are we to
assume that the audienoo * forgets* that it h-s not seen the action?
Or that in both cases there is a break in the performance, an 
interval, perhaps even with a curtain drawn^ The elaborate dumb— 
shows that woul L otherwise be reoessary can hardly bo considered.
, All this suggests a remarkably stable scenic convention, 
in which the same features recur continually. Throe considerations 
lead me to think that they represent an actual stage oonventici
throu^iout the period and not at any time a liter ry end hypothetical
’ ~ ' u . r ■ ' ■ ' ' • - - ■k " . ^ ^ .one. One is. their very stability! the details of decor (.and, as
we shall see, of time-sequenca) hardly change through seventy-five
years, whereas freedom from the limitations of the stage might have
suggested variants whioh we do not in fact find. Jeoand, the details
have had to be gleaned from texts where they are scattered, haphazardly
and often ambiguously} if they were not practical, they might surely
be expected to be more .yatematio. They occur incidentally in the
)%%
plays, usually having a dramatic function aa well as giving mere 
scenic informations thus in -;qb . -api.litainea. V, iv, ..arc- lurel 
admiring all the colleges is not merely indicating 1 iicenery* to a 
reader, he is expressing the astonishment and naivety supposed to 
he proper to a stranger visiting Paris for the first time, often 
it is not clear whether a scene is supposed to be at one house or 
another, inside or outside, and the very lack of system, when one 
considers it together with the consistency of the details that can 
be gleaned, seems to be a good indication that the convention we 
are dealing with is a practical and not merely a literal one* —
And finally and more convincingly, actual production seems to be 
suggested by the two passages where characters, at the oost of some 
dramatic awkwardness, choose to remain outside a compartment rather 
than enter it* The only reason that presents itself is sconic 
necessity, in that the compartments in questions are mere flats or 
curtains, and that action cannot take place within them. Had the 
play a not boon written v/ith production in mind, the char cOters could 
quite simply have ’entered* their compartments and continued their 
conversation.
The question of improvisation was mentioned in connection 
with the farces. Improvisation by a good actor would, of course, at 
once remove the necessity for many of the pieces of stage set whioh
we have been disoussing, and for properties as well. The Jean-Louis 
Barrault of Lea infants du paradia J.id not need an actual pocket 
watoh to convey to us the idea of onet and the Italian actors so 
closely connected with the fronoh camedy of this time had a reputation 
for Improvisation as great as any in theatre history* A ’realist* 
school of acting at this time is most unlikely, and it would be naive 
to take literally each single reference to staging in these ploys.
3ut there is no evidence* and if a play refers to a serenade sung 
to a window above, it is at least difficult to do without the window, 
jjad above all,’the continuity of the references to windows and the 
like, and to the nature of the total aet, does suggest that throughout 
our period actual stage sets were used*
7* action on-31a/rei stylos of \ctinas costumesi prop ‘rtleo; 
masks t stage-directions.
The point about improvisation leads on to the whole question
1o. acting sud action on-stage* .lost sciolent action, we fin , is 
3et off-stage, a standard theoretical principle of course for 
tragedies up to the end cf the 16th century, md followed in the 
comedies too. Tho riot in Lea ccrrivaux* the escape through the
 ^Lore details about acting will be found in part III, here 
asides and soliloquies, and the speech proper to certain characters, are 
discussed*
window in Les contens, and all the seductions, happen off-stage, 
just like all the deaths and murders in the tragedies. If «s 
Renaissance farce, we see how little physical action is ushU in t,M * 
comic tradition, where the most violent actions that can be cited 
are Camille's hasty exit from a house in Les Neapolitains (ill, vi), 
the tile-throwing in Les esprits (II,iii), and Rodomont's arrest in 
Les contens (ill, ii) —  and also, exceptionally, the brosxing down 
of a door in Les ramoneurs (p. 127), which may be accounted for by 
the play's late date or by its known connection witn tne farce actors 
One action of setting certain action off-stage is that tne women's 
parts can be made very small.
Other stage business can be deduced from the text, tie 
have already seen how characters continually go in and out of doors. 
Other action involves the U3e of properties: for example Panthaleone
singing to his lute in Les esbahis, or the use of disguise. Characte 
after character overhears without being seen: such as Potiron in
La reconnue (ill, iv), Desire in Les esprits (II, iii), or Greroire 
and Maudole in Les desguisez (IV, v) who specifically move aside : - 
the purpose. In Les contens, characters hide their faces with tne • 
cloaks (ill, v; IV, i and iv). The particularly lively actions in 
de Vivre's La fidelite nuptiale were rightly described by La Va. Here 
in 1768 as lazzi:
n c
Ascanio, valet de Chares, est aussi sorti avec 
an luth, et va ohanter dans lei rues. Tout oet 
acte se passe en lazzis L^io] entre ce valet et , 
une finjure masqude qui lui fait plusieurs niches.
To judge from this knockabout scene, from the bright costum93, 
from the masks, and from the Italian names in the pliy, it does look 
very much as though de Vivre has been influenced by the oommedia 
dell*arte, already in the 1570*3, rather more than has either 
d’Amboise or Tumebe.
There are three serenades, lanthaleone in Les osbnhis 
(II, iii ?nd Y, iN sings lines frora Orlando furioso to the lute. 
Chares in La fidelity nui-oiile. " jeune gentilhomme, avocques la cappe 
et l’eapSe”, sings parts of no loss than five of the moat popular 
chansons of the day: Touteu les nuicts. Susonne un jour. Bo dcur
men ooeur. Doulce memoirs. anc on ooeur se rooomaande a vous; his 
"gsxsan" Aaoanio ("car vous saves essieurs Tel Mais^re, tol valet") 
sings parts of i)1 Amours me va tout au rehears. an entrant en un 
.jardinet. chmroons oroooo and ui veut ant re r en grace. In Los 
r.amoneurs. Philippes even hires a consort of voices, lutes and 
guitars to serenade Diane *
(Diane:) Mon Dieu, quells ravisaante melodie, quel
1 i *La Valliere, Bibliothcnue du thdntre francola depuis son 
ori. ;ine. vol. I, Drosden, 17& ,  pp• 215-7•
agreabla sealant do voi af da luta at de 
guitorres} .acoute un air ou ton now ost 
inaor^ ...1
References to f total and bodily expression occur, but ora 
not oozauon. a may gather fron the text that the delivery iu c upous 
(i audol& In h ie des raise s  III, iv *Je pentpe, jo morgue, je or .vo"), 
o r  lyrioal, or violent, but there i ; not much other evidence bout 
tho -.inti of delivery inton. od or o : ited by the author, In .f u.ione.
IX, ii, dlorimond aaya to .moult U,£u t'en venoia irepignant / our 
me trouver'* and HJe te voyoie raouvoir lo doy, / It aurmonner on les 
deux levroe f, and in acacia os, II, iv, Gregoire aays of rouvon- 
tard *11 a’on va urieuo.nent’’. stalls of stage delivery, uu in the 
succeeding century, do not appear to have boon part of the author's 
province; v© may pcrlmpu compare enaia oinoe auaic, vher© the notea 
aofor .• the perforaoru oould ce t inly be pi yod in mazy different ways 
. nd cn a ny different instrument . to be jci&ed by the perform re, 
nc t specified by the coz^eeei.
Costumes are often varied t?nd oolourful in tho comedies;
Jesse* s fur co it in lap 90b at: las the sweeps * clothes in .■? r icurai
*' ..os - Pk.uiM, 0 . -i.il> . 3 . Q. '<?»
# • *  . . r  1 ^  . »
' k study of act in; iii -n i usance .’ranee, by Donald hoy, is 
at present in preparation* . C ircuusion of acting In n stand at this 
fount! i. - . oaeph, :liaah. ......
Dom Dieghos* oloak in Les ffeapolitaines. Disguise is commonly part 
of the plays’ comic structurex in Les ramonours sweeps’ clothes *ith 
a little soot are used to disguise a woman as a man, in Les contens 
Altx is disguised al3o as a man, and in Les desgulsez the device is 
of course fundamental to the play. Jostume is more important still 
k* Loe conten3. where Turnkbe has made of a scarlet oloak something 
more than a stock disguise. It and a second cloak exaotly like it 
are integrated into the plot, and are essential to no less than six 
different acene3 of tho play, worn by four different characters• The 
scarlet colour, as Dr. >pector points out, is an ironic comment on 
the supposed virtue of Geneviefve, to which the cloaks are al?aya 
related.* Gerard de Vivre, too, though he says in the preface -ux 
loo tours to his collection of plays that comedies deal with ’’met i ere 
vulgaire” and therefore do not require elaborate costumes, nevertheless 
uses several costumes to some mooning in La fidelite nuotlalo. subh as 
a black dress signifyiiVT oslancUeiy and mourning, or the white sleeves 
of Palestra signifying wifely virtue.
ferences to other ’scenery* or to ’properties* other th?n 
clothing are not frequent. In Loa esbahia. La fidelite nupti ule and 
Le^ ramoneurs we have the lutes and guitars needed for the serenadeo.
1 ■contens. ed. Jpector, introduction, pp. xlvi-vii,
lxvi-ix.
In La reoonnue thjre is kitchen equipment, in Lea esprits tileo and 
a purse and a *trou* to hide the purse in, in Les oontens and 
'auvent* and/or a cart, in Les de3/mibez a purse. A piece of 
♦scenery' or more comportments or 'flats* is implied in Les 
lieapolitaines. V, iv* "Toutes cos grandes maisona, sont-oe colleges'”' •
£ • V
La ~ ranoneura is unique in needing quite a collection of small 'props* • 
A good U3e of them is found in Lea corrivaux. Ill, iii, ’.There the 
two servants .dizon and Claude find themselves in the street 
embarrassed by the distaff and tcrch which they are respectively 
carrying and whioh each intend to wave as a secret signal to tho lover 
who h am bribed him for the purpose.
The Italian actors, is we see them in the pictures of
Italian comedy in Franoo, wore masks for some characters but not for
others; that is, for any given play we are to assume the rather odd
theatrical technique whereby some actors wear them while others do
not. The French farca-actors certainly used them, the technique
surviving into the ohar cter Mascarille in ioliere's ea precL;usea
ridicules," fchile mask3 were aaong the equipment of Vallaran le Conte 
2in 1598* in our plsy»* though actors may well have u ed the a, only
 ^The Testament de feu Gaultier~G-ar.:uille refer 3 to 'lion habit 
noir, non masque, au chevelure blanche”* cf. D. hoy, Conditions and 
conventions of tha early 17th contury theatro in France uniwubllahed 
dissertation for tho degree of . i., University of ales, 1954 * P* 304
)(*■o .
one pl^y specifies a mask, and that only for one char ux; tar: de 
Vivre's ha fidelite nuptials. A st Age direction, at the point there 
aecanio is singing hi3 first song (D* Amours mo va tout au. reboura). 
reads; "Cependant qu*il [AsconipJ chontera, scrtira un autre 
aocoustr6 legiereiaent ayant un auioque dev ant la face. '1 In addition, 
in the last scene of ^es .'.ieapolituines, Caster tho parasito turns to 
the audience for the final speech of the play which includes the 
words; "Aon nez, tel <].ue vous le voyez, 39ait bien a quoy s’an 
tenir; qui bien fera bien trouvera", which m y  possibly refer to a 
mask.
As for st ws directions, they are found in quantity only 
in one source, once again the plays of Gerard de /ivre, /hich seem to 
have much to tell us about tho -onaisoancG stage, Jvery edition of 
de Vivre1 s slays includes a list of signs whioh are liberally used 
in the pl^s themselvo3:
La signification des sines, doaquels j'useray en
toutus mes Comedies.
( x ) Ce signe, siglifie une pause.
( k ) Cestup- eux.
/ 16 \^xx ) Cestuy trois, chaaoune pause vaut une reprise 
d’haleine.
£^0 * 2 jn pourmenement par tout le heatre.
( ) Ceoy si nifle parler bas.
w Cecy sigaifie, de parler plus vite que le rests,
—  Cecy de parler plus lentement que le reste.
In addition to those signs, de Tivre's plays also contain stage 
directions given in full, ouch ao the one quoted above for its 
mention of a mask. Occasional stage directions are found in the 
other plays, but they are rare and isolated, like this from Leo 
osprits* "II crache, et caux de dedans jettent des tuilos" (II, 
iii'. The words "Tich taoh tooh” are curiously put into tho :outh
of characters in Larivey*s, Tumobo’s and d*Amboise*s plays to
indicate that they are knocking at a door. They may therefore be
p .  1classed as a stage direction*
But details of acting technique and of stage conditions 
at this time are unlikely to be peculiar to the genre of coeedy; 
sc that these details, ,leaned from the text of French iianaiss nee 
comedies, can be soon to be rel 'ant to the French Renaissance as & 
whole, aoout which we h ve such scanty evidence today.
'f*/
Crasic Vecchi’s a* .Imfip- rriaso* Venice, 1597* diioh if not 
quite the first opera is a play song in madrigal fom., most o:.tra- 
ordinarily sets the vords ‘Tioh taoh toch*1 to uueic, as thou ;h bhay 
were indeed spoken by tho character concerned and not merely 
representing the sound of his knocking.
Ill TRl CCKV71NTI0N3
1. Cpmio theory in the French Itenaiasanoe.
Dramatic criticism in I enaiosance France is at first 
si ;ht small in quantity. There is no parallel to lomeille's 
Iscours. for example, nor to the ample prologues and epistles 
whioh Ben Jonson added to his plays. e have today three 
sources for French Kenuiaaanoe dramatic theories; tho treat­
ises on poetry in general, the liminary material to actual 
comedies, and (for comedy) tlia commentaries on Terenoo. The 
first of these gives drama a small place indeed; the second 
is fragmentary; and the third primarily pedagogic, aven 
laatio. At first sight, this is perhaps surprisin g to us 
for ;hom the dramatic production of the Renaissance is one of 
its principal legacies. But in Fr nee, for various social, 
political an economic reasons, drama never achieved the 
flowering that it did for example in jxgland; in the 1 at 
decade of the 16th century, whon aristocratic patronage and 
popular support combined in .upland to encourage a rapidly 
increasing dramatic activity, ranoe was in the grip of a far 
sadder political situation, ano. the dnglish fusion of classical 
influences, of the experience of the Italian actors, and the 
native drama, was never aohieved there.
But all the same, the dearth of theoretical material
ia partly an illusion. The extracts from treatises, and the lininary
aatorial to plays, may seem fragmentary indeed, but the appe r nee
is deceptive, for two reasons. irotly, drama in general was not,
in the 16th century, Coilsidered as anything other than as a cyecies
of poetry, alon ; with the ode, the hymn, the epic and other foros.
>caliger, praising the comic form, nraise3 it specifically in its
context as such a speciesx comedy i3 the first and true form of
poetry in aneral, because of the special role of invention in itx
'i’antum enim abest, ut Comoedia i oeaa non sitx ut 
pene omnium et rimum, at verum existimem. In eo 
enim fiota omnia, et materia cyuaesita tota.l
Jpecifioally drematic oriticiam as such was less possible then 
that it is today, when theories of the drama —  as of the novel or 
of lyric poetry —  are often re.tdily disouosod in isolation. It 
follows that many ideao which ore certainly relevant to Menaios nco 
views an drama are to bo found expressed as x’elevant to ootry in 
general. It is essential to keop this broader view in Ind. here 
the author of a treatise writes a section on tragedy or comedy (or 
on tho epic, the hymn or the ode , lie will put in it only such ideas 
sa are supplementary to idaa3 w ich he has expressed as relevant to 
poetry in generalx ideas on imitation, invention, decorum and the
1 Toeticeo libri oepten. Iieidelberg, 1607 edn., I, 2.
'H
like, u'e must therefore take full notioe of those more widely
applicable ideas, —  And secondly, one form of oomic theory was
inescapably part of every oultiv ted man’s education durin,^  the
iienaissanc ii Terence’s plays <md the commentaries on them, both
those ascribed to Oonatus and those by more recent critics.
..iarvin T* lerriok has diocussod tho influence of the commentaries
in a European context^ while H. . • Lawton has shown particularly
how ;reat was the number of editions of Terence published in —  \r.ce 
2at this time.
All the sources of comic theory in Trance are normally 
descriptive, usually of ferentiaii or of contemporary drench pr tice. 
They axe less often prescriptive, oven though they may ostensibly 
app j x so, or historical in any diachroni3tic sense. hen Van uolin 
de la 'resnaye in 1605 prescriboo rules for the observmoe of decorum 
of speech in comedy:
Grand’ difference y a fairs un maistre parler,
Ou Davus qui ne doit au maistre s’Smaller,
Ou le bon dantelon, ou Zany dont Ganasse
Ll vrvin T. Herrick, Coilc Theory in the Sixteenth Century 
(Illinois Jtudie3 in Lanfoa ;a and Literature, 34, nos. 1-2), Urbsna, 
19501 published separately, Urbina, 19^4*
2 *
H L a w t o n ,  Tdronoo on Trance au XVI e _3iaol9, laris,
1926.       ........
/<ifrj
, Nous a represent© la fnfosx et la ^race^
h© is certainly referrin ; to the -ndria of Terenoe and to lays
. 2 performed in France by the Italian troupe of Cmaaaa. ’ His pre­
scriptive or didaotio form is, as so often with Kenaissonoe 
instruction books, in fact a cloak for description, in thi3 case 
of Terence and the oom.icdia del 11 arte ♦ hen a .genuinely pre­
scriptive approach is in fact adopted, it is usually in eneral 
terms, not in terms of detailed dramatic practice; thus Ju 3eil&yi
i  •
sUartd aux comedies et tr\jedies, si les roys et 
les republiques les vouloint restituer en leur 
ancienne dignite, qufont usurp£e los farces et 
moralitez, j© seroy1 bion dfopinion que tu t*y 
employasses, et si tu le veux faire pour 
1*ornament d© ta Lai\*ue. tu scads ou tu en doibs 
trouvor les archetypes*3
The dramatictthoory that is to bo found in Kent las nee 
treatises on poetry —  tho3a of debillet, Du Bellay, Peletier du 2-lans, 
Doaliger, Pierre de Laudun df \i liers, Vauquelin de la Preonaye —
Jeon Vauquelin de la Prosnaye, L*Art Poetif-ue. I, 16< 55 
quoted from H«./. Lawton, liandbool: of French Renaissance dramatic 
theory* llanohester, 1949* p. 104*
2 On Ganaesa, of, 3asohet, Les coiiMiens It aliens a 
1 1 cour de Prance* Paris, 13G2, chapter 1,
3 La defiance et illustr .tion de la Lan.'aie ^rancoyse 
Paris, 1549* 11* iv; ed. I • thamard^ I oris, 19<>1* pp. 125-6.
and most of the relevant liminary material, have been valuably 
gathered together by H.'V. Lawton in his Handbook of -Trench Henaissance 
dramatic theory (Manchester, 1949)? whioh will be frequently referred 
to in the pages that follow. The material is necessarily isolated; 
in the case of the theory, from the rest of the treatise, and in the 
cose of the liminary material, from the plays that accompany it.
..P. atterson*s Three centuries of French poetic theory (Ann Arbor, 
1935) amplifies the context in the first case, while the examination 
of the plays themselves in the present work should give the context 
of the second. A brief survey of the sources th t xrvive, their 
statements on comedy, and the context of those statements, is as 
follows.
We may begin with the period just before the Pldiade.
Earlier than that, conic theory was certainly discussed, but 
primarily in connection with the plays of Terencs and the .commentaries 
on them, and the ideas were broadly identical with those of Donatua 
and his successors. And as far as comic practice is concerned, our 
material begins at the mia-c9nturyj the literal translations of the 
earlier period, and the othor genres such as the plays of Marguerite 
de Navarre, do not concern us hero. ith these theoretical ideas in 
mind, it should be possible in the succeeding chapters to approach 
the dramatic practice of the time and in particular the use that is 
made of dramatic conventions directed towards audiences with certain
known tastes and literary training.
Che firet full-length tro itise relevant to ocmedy is 
Thomas r-ebillet's .rt , ootigus r neois (Lyon, 1548’). Its author1 s 
interest in drama is shown by his translation into French of 
.uripides* Iphigenia. It precedes Jodelle*s h* iu,^ £ne by some four 
years, and by its date already has a particular interest, bee use 
of the somewhat embarrassed position in which the Pl6iade as a 
group found themselves towards its author’s ideas. iio.iri Chacrrd 
has shown how doctrines .vhich the Pl£iade would have liked to 
reclaim resoundingly as now and their own had already been expressed, 
awkwardly for them, by -ebillet.~ ,3 far as comedy is concerned, it 
turns out that the situation is complex, debilletfs section on the 
theatre is primarily descriptive, accepting the medieval genres as 
they still actively survived in his own day. He is concerned with 
questions of terminology: Farces, -otties, Comedies L« tines, Comedies
rocqueo et Latines, -loralitSc, tragedies, I. imes ou Priap6os, re the 
ter s whose relationships and differences he discusses in two short 
paragraphs. larlier, he has discussed moralities n& farces, 
accepting them (despite his disapproval o'* the indecency of tho forces) 
as part of the state of the theatre in hi ; time, and indeed giving
/(, 7
1 Chamard, liistoire de la l6lade, I, 16C-3 and 192-21;).
certain maxims and instructions lor vrriting them. —  ais ocmanta^y 
on thorn i3t then, descriptive ( nous no faisons aujourd1 juy no puree 
loralitds, ne simples faroes"), but also didactic; M \ quoy e -.primer 
_f rcesj tu no doutos point que les ver3 de huit tyllabes ne scicnt 
plus plaisans, et la rysno platto >lus coulante." It is strange, to 
say the least, that he does not discuss Terentian comedy des; ite 
the several commentaries on, tr nslations of, and discussions of 
Terence which had appeared before his time, nor Italian comedy 
des; ite the f mous court perform nee of the Caiondria at Lyon in 
1543 and despite Estienno’s translation of Gl* Ingannati into ranch 
in X 543l he is concerned dth tlio contemporary aedieval stovivala 
only. 'rom the more for.mrd~looking ideas found in the rest of the 
- -oetique franeola. one mi ht have expected if not an avrareneca 
of Italian theatre, at least more interest in Terence.
Du Bellay, as one uight expect, rejects thi3 view, or
him, the classical theatre is alone worthy of imitation. 3ut the 
short paragraph in which he expresses this vie*/ (quo*. above) is a 
..0.1 ,tq statement indeed in a tre tise supposed to prepare the .ay 
for a new national literature. Not only are the Italian comedies not 
mentioned in the Deffenco et Illustration (which in tho field of lyrio 
poetry strongly and of couroe successfully advocates a-.on, other 
things the imitation of Italian models), but even the name of Terence,
'<+2
the obviou3 model, does not appear.
The question of imitation of ancient comedies, of abandonment 
or preservation of medieval forms, which has so far been answered only 
with lack of perception on Bobillet’s part and lack of attention on 
Bu Bellayfs, takes a more interesting turn with the theory anl 
practice of Etienne Jodelle. It is, aa one would expect, totally 
opposed to Sebillet’s. Jodelle does not aooept the status quoj for 
him, moralities and farces are part of the medievalism which is to 
be rejected in favour of antiquity. They are impatiently dismissed!
Sans que, brouillant aveoques nos farceurs 
Le sainct ruisseau de hos plus sainctes Soeurs,
On moralise un canseil, un escrit,
Un temps, un tout, une chair, un esprit,
Et tels fatras
But a discrepancy clearly exists between Jodelle’s theory and his 
practice. In theory, farces cause an unwelcome muddying of "la 3ainct
ruisseau de nos plus sainctes Soeura"| in fact, L1 Eugene owes much to
2farce technique and conventions. So that whereas in the field of 
serious drama, Jodelle’s claims to have broken with the medieval genres
'*1
1 Etienne Jodelle, L’Eugfene. ed. E»H. 3almas, ililan, 1955* 
prologue, 11. 37-41*
2 Cf. part I above.
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tn favour of a classical one (Seneoan tragedy) were fully justified, 
in the field of oomedy his similar claims were not substantiated.
The next treatise i3 Jacques Peletier du .Ians1, Art Poetlque.
Lyon, 1555» Here again, is one would expect of a member of the Pleiade
writing a theoretical work, medieval genres are dismissed;
Nous esperons qup los forces qu*on nous a si Ion,; tans 
joue^s Dp oonu^rtiront au g' anrp d^ la Qomedi^s les lexis 
des fclartir^ s, an la form^ dfi Tragedi/ixl
hat is perhaps more surprising is that creation of comedy in France 
is expressed as a pious hope and not as something which has already 
been begun} according to Peletier, the French oomio theatre still 
consists of worthless medieval genress
nous n’auons point anoorps vu an notr/a Pran^oes aucuns 
Ecriz, qui us spit la rrpp formp Comiqu^x m$s bien forc^ 
-ioralitez, e tel^s sort/ss dp jeuz. Auquez 1 fi nom dp 
Comedi^ nf$t pas du.2
In fact, Jodelle1 s L1 >lates from some three years before this
treatise} did Peletier simply not know of it? It may well be so, for 
he admits that he knows the Cleopatre only at second hand ("un^ 
jtragedieJ par Etien^ Iodflj$ Parisien, d^ laquel/^  jfe oul seul^ irant 
Ifi bruit").^ Or could it be that the farcical elements in the play
 ^Art Poetique. II, vj ed. A. Boulanger, Paris, 1930, p. 172.
2 Ibid., II, Til, p. 139.
3 Ibid., pp. 192-3.
made it unwortly, for Peletier, of the name of comedy^ In any 
case, with the exclusion of medieval genres and the omission of 
Jodelle, it is olear that what Peletier has to say about comedy 
will describe classical practice, and not practice in Frenoe in 
his own time*
Peletier* s discussion of comedy is the longest that 
had as yet been written in France. He discusses in succession 
comedy as a mirror of life which shows us certain types of people} 
plot-strueturej the merits and demerits of Terenoe, Plautus and 
othersj the desirability of comedy in France} the differences 
between comedy ahd tragedy (rank of characters, ending, elements 
of the plot, diction'* Kis starting point is Cicero’s description 
of comedy as "imitationem vitae, speculum consuetudinis, imagoes* 
veritatis”} his analysis is from Aristotle and Donatus} and his 
model is Terenoe. It ma, be worth discussing these points.
Tho Ciceronian description was known only through 
Jonatus* je traaoedia et oomoedia. But it was widely known and 
continually quoted} we shall find it again, for example, in 
Larivey*s dedication of his 1579 collection; ”La Comedie, vray 
mirouer de noz oeuvres”. For thoso man, it is of course only a 
statement in particular terms of the Renaissance principle of 
imitatio; art is not somethin; created anew, something "original1'} 
but an imitation, either of nature, directly, or of nature through
I ' l l
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other (generally classical) writers. The idea is Platonic, and 
may have been familiar to Donatua, as well as to his Henaiasance 
successors* Thti3 comedy, like all other forms of art, is a re­
creation, a mirror to life. For ^eletier, the things it reflects 
ares
lfauario/6 ou la prud.jao^  des vielharBi lea amours e 
ardeurs des Jeun£3 mfsns d1/4 mfson; les astuc^s e 
rus/&s d/4 leurs Amigos la vll^ni/4 e deshonneteto dee
Maqu^reauss la faqon des i er/4s tantot seuer/es,
tantot faoilps: l’asaantaoion o vil^te des Parasit/B3i 
la vant/4ri/4 e branjfte d’un Soudari retire d^ la 
gu?rr/4: la diligfano£ des Nourriops: 1 * indulg* anc/4 
des Mer/is1
that is, the characteristics of middle-olasa people and. their 
servants and hangers-on, selected according to Terentian models, 
as opposed to the kings and nobles of tragedy.
.jonatuo, and not "les Oreos", provides the terminology 
for Peletierfs disou33ion cf plot-struoture: prologue, protasis,
epitasis, catastrophe. They arc the standard terms uaed in that
fa.iliar commentary, and I shall discuss them further in the section
on plot-struoture below.
Peletier's discussion of comedy and of the differences 
between tragedy and comedy is in ristotelian terms, of plot^
 ^drt Poeticue. II, viij ed. cit., pp. 186-7
ch arac te r and speech. About sppech o r d ic t io n , he says th a t f,La 
Coaedi^ p a rl^  fao il^m ant e t . . .  populer/fcnant” , 1 and re fe rs  to  
C a e c iliu s , c a l le d  by C icero a "mauues auteur L a t in ite '* ."  These 
. i r is t o te l ia n  d iv is io n s  are re a d ily  thou^i t a o i t l y  accepted here , 
as in most o f the subsequent th e o re t ic a l w ritin g s  on conedy. T h e ir  
innings is  not y e t over: the th re e  next chapters in  th is  book are
based on the 3ame d iv is io n .
P e le t ie r  proclaims the excellence o f Terence. Theorist 
a f te r  th e o r is t  w i l l  l a t e r  do the same th ing} and the popul a : ity  
o f th a t author has been c le a r ly  shown by Professor Lawton in  h is  
Tdrenoe en Trance au AVIe s le o le . I t  should only be remembered 
h ere , f i r s t  th a t th is  p o p u la r ity  was not e x c lu s iv e ly  based on 
dram atio m erit in  Terence* id second th a t Terence is  not the only 
modal fo r  the a c tu a l comedies (an opposed to  th eo ries  o f comedy) 
th a t  were w r it te n  in Franco b efo re  C o rn e ille . As fo r  the reasons 
fo r  the p o p u la r ity , P ro fessor H e rrio k  has suggested th a t the main 
one may have been q u ite  sim ply th e  ex istence o f Lonatus1 e x c e lle n t  
c o m e n ta ry .J A lso , Aristophanes may have been b e t te r  in many ways,
1 I b i d . ,  p . 190.
2 I b i d . ,  p . 189.
J
E e rr ic k , Comic th eo ry , p . 5»
but ha was too immoral fo r  scho Is ;  P lautus too may have been 
b e t te r ,  but h is  L a t in  is  not as admirable as Terence’ s and 
th e re fo re , ag a in , not so s u ita b le  fo r  teach ing  in  schools, 
o c a lig e r  says th a t  he p re fe rs  F lau tus  as a comic w r i te r ,  Terence 
as a s t y l is t .^  These pedant’ s reasons may not be the whole s to ry ,  
fo r  Terence’ s p lays s t i l l  hold the stage today, but they are  
im portan t.
.host o f  P e le t ie r * s ideas reappear, tre a te d  a t  g re a te r  
le n g th , in  J .C . G c a lig e r*s Poetices l i b r i  seotern. f i r s t  published  
a t Lyon in  1561. The subjects tre a te d  a re i the d e f in i t io n  o f  
comedy; p e r i l  in  comedy; the d iffe re n c e s  between tragedy and 
comedy in  terms o f  p lo t-e le m e n ts , ch aracter and d ic t io n ;  p lo t -  
s tru c tu re , a t  some len g th ; a discussion o f the m erits  and dem erits  
o f  Terence. 7/e have the C iceron ian  statem ent, s l ig h t ly  changed 
( ’’Caeteruzn, v e l ex au thoribuo , v e l ip s iu s  v ita e  nostrae oxemplis 
s ib i  quisque quantum v o le t  sumet” );  the Lonatian a n a ly s is  o f  
s tru c tu re , w ith  changes by L o a lig e r , w h ile  the whole basis  o f  the  
an a ly s is  is  a r is t o te l ia n  and Terence is  the ao d e l, w ith  occasional 
re fe ren ce  to  P lau tu s . The d iscussion is  a very  f u l l  one, ind based
1
"Nam equidani Plautum u t Comioum, Terentium  u t loquutorem  
admirabor" ( lo e tio e s  l i b r i  soptem. H e id e lb erg , 1607 ed n ., VI, i i ,  
P. 707.
on firm  knowledge o f  h is  models. H is most in d iv id u a l c o n tr ib u tio n  
is  the a u d it io n  o f a fo u rth  d iv is io n , c a ta s ta s is , to  jono tus1 th re e  
which are p ro ta s is , e p ita s is  and catastrophe: th is  I  s h a ll re ­
examine in  the next chapter.
A fte r  S c a lig e r , the same ideas reappear. Jacques 
J rd v in  quotes h is  C icero on Oomedy: ’ Jioeron l ! ap p e lla  im ita t io n
de v ia | m irouer des coustumes, e t image de v S rite '*  before e n te r in g  
in to  a h is to ry  o f  the genre from e a r l ie s t  tim es .'1' I t  is q u ite  c le a r  
th a t  th ere  was a s o lid  body o f  critical statements which was w e ll  
known to  a l l  and oould be assumed as basic knowledge in any audience. 
In a sense, th en , th is  body o f  knowledge forma a convention, a 
framework upon which v a r ia tio n s  oan be built. In  1577 Gerard de 
V ivre  vnrotoi
Amis L eo teurs , chasoun eoait desja  b ien que c *e3 t  
que l a  Comedie, ourtant he m*amuseray a l a  vous 
d e s o h iffre r  en oo l ie u  c i ,  a cause, qu’ i l  y  en a  
tant df au tres  qui en onb faict mention.2
P ie rre  de Loudun dfAi -a id e rs ' Art Poetique Prancois.
P a r is , 1579* contains s im ila r  id e a s , rouped under s u b je c t-m a tte r,
1 3 r ie f  discours our 1 * in te llig e n c e  de ce th e a tre . Theatre  
com elet. ed. L . ? in v e r t ,  P a r is , 1922, p . 7«
2 Com6di.e doe amours de ?heseus et Jianira. P a r is , 1577* 
preface Aux Lecteurs.
type o f ch arac te rs , p lo t -s tr u c tu r a , d ic t io n . He says, in te r e s t in g ly ,  
th a t  comedy and fa rc e  are not r s a lly  very d if fe r e n t  from each o th er  
by th e ir  contents only th a t fa rces  are sh o rter and do not have a c ts , 
and may not in troduce gods or goddesses o r characters  from m o ra lit ie s  
(comedies o f course many not in t ro  luce them e ith e r  —  but de Laudun 
has now turned to  the most general d e f in it io n  o f "comedie") Jean 
Vauquelin de l a  Presnaye, in  h is  f u l l  but d iffu s e  d r t  fo e tiq u e .
Paris, 1605, uses Similar. id®aai he adds to them some evidont 
knowledge of the Italian aotors in Prance, as we saw, and of both 
Grevinfs nd delleaufs work. It is interesting to find this literary 
theorist insisting that rules are not important compared with 
following the model of nature. /ven a farce, if it does that, is  
better than a comedy*
•aielquefois une fa rc e  au vray  P a te lin e e , .
Ou par a r t  o n  ne v o l t  n u lio  rime ordona6e . . .
Pour oe quf au vray  le s  moeurs y  sont raprasent^es,
Les personnes rendra beaucoup plus contentSes,
Hit le s  amusera p lu s to s t cent m ile fo is
aie dee vei's sans p l a is i r  rangez deasous le s  lo is ,
Nf ayant sauce n i  sue, n i  rendant exprimSe 
La Nature en ses moeurs do chacun b ien  aim6e,
Nature ost le  Patron sur qui se d o it form er 
Ge qu*on veut pour lon^ tarrps en oe monde animer.*
To these tre a t is e s  must be addei the scattered  lim in a ry  m a te ria l*
 ^ -juoted from Lawton, Handbook, p . 92 .
2 I b i d . ,  p . 112.
Larivey*s dedication to Ifcaapoia d*Amboise, where he defends his 
use of prose on the ,-rounds that ordinary people do not 3peak in 
verso; or F r a n c is  d'Amboise18 rologue in  which he claims that 
hia play is, by exception, not based on an invented aotion, but 
on a true story; or Godard's moralising on his co m b in in g  a 
tragedy and a comedy into a s in g le  unit.^ P*Amboise even a p p lie s  
the v theory to his own play, telling us precisely which part i s  tho 
protasis, which the epitasia, and which the catastrophe.^
Re have not yet considered the ethical view of oomedy. 
oir Philip Sidney, in his .defence of Poetry, expresses 3uch a viawx
Comedy is an imitation of the common errors of 
life, which he ctho comic writer] represents in 
the most ridiculous and scornful sort that may 
bej so that it is impossible that any beholder 
can be content to be such a one. Now, as in
1 aic ien th e a tre  fj.,awojLs« V, pp. 2-3$ i b i d . ,  VII, pp.
241-2; Lav/ton, Handbook* p* 90 .
2
Les N o a p o llta in e s . Paris, 1584* f f»  4 -13  "Somra l ire  de 
ceste h is to ire  Comique ’ . The "Sommaire" is  not re p r in te d  in  uicien  
th e a tre  fra n c a is . V I I ,  o r in  F o u rn ie r1 s Le th lR tre  fram cais . —  
Throughout the p e rio d , the e d itio n s  o f Terence, w ith  commentaries, 
continued to  appear. In  the y e a r th a t L * undone was w r it te n , 1552, 
fo r  instance, appeared the monster e d it io n  a t P a r is , conta in ing  
besides Terence’ s ploys w r itin g s  and commentaries by eighteen c r i t i c s .  
It would c e r ta in ly  be o f value to  examine in  d e ta i l  the comm* n ta r ie s  
th a t  may have been known to , and used by, the French Renaissance 
w rite r ;  o f comedy. This I  have not done in  f u l l  d e ta i l ,  aiming ra th e r  
a t an exam ination o f  the plays themselves, w ith  the context of Sonatus* 
commentaries (c e r ta in ly  the best luiown o f them) and o f French 
Renaissance th e o r is ts .
^ 9
Geometry, the oblique must be known as w e ll as the  
r ig h t ,  and in  A rithm etiok  the odd as w e ll as the  
even, so in  the actions o f our l i f e  who seeth not 
the f i l th in e s s  o f  e v i l  wanteth a g rea t f o i l  to  
perceive the beauty o f v ir tu e  .1
In  iPrance, as throughout Europe in  the Renaissance, th is  e th ic a l
p o in t was discussed as w e ll as the a e s th e tic  one, De V ivre
w rite s  at some le n g th  about the  moral fu n ctio n  o f h is  p lays , which
are intended to  show the ’’v a ria b le s  accidents de Fortune” • L a riv e y
too develops the C iceronian  image o f the m irro r  to  show h is  p lays*
moral functions
Toutes fo is ,  oonsiderant que la  Comedie, v r a l  
m irouer de noz oeuvres, n f est qu,une morale 
f i l o s o f ie ,  dormant lum iere a touts  honneste 
d is c ip l in e ,  e t  par consequent a to u te  v e r tu ,  
a in s i que le  tesmoigne Andronique, qui prem ier  
l * a  f a ic t  v e c ir  aux L a tin s , J 'en  ay voulu  
j e t t e r  ces prem iers fondement, ou j* a y  m is, 
comme en b lo c , d ivers  enseignements f o r t  
p ro f ita b le s , blasmant le s  v it ie u s e s  ac tion s  e t  
louant le s  honnestes , a f f in  de fa ir e  cognoistre  
oombien le  rnal es t a e v i te r ,  e t avec quel 
courage e t  a f fe c t io n  l a  v e rtu  doibt e s tre  
omorassde, pour m e rite r  louange, acq u e rir  
honneur en ceste v ie  e t esperer non seulement 
una g lo ir e  en tre  le s  homme3, mais une ce le s te  
recompense apr&s le  trespas.2
 ^ .uoted from M.C. Bradbrook, The growth and s tru c tu re  o f 
Flizabothan  comedy, London, 1955* P* 29#
2
L p is tre  to  ^3319013 d^imhoise to  h is  1579 o o lle o tio n j  
m cien th e a tre  fra n c a ls , V , pp. 1 -2 .
How f a r  d id  th is  view  tu rn  out to  be an excuse fo r  im m ora lity , 
and how fa x  was i t  re a l?
d o r a l i ty  is  not im portant in  the T l6 iad e  comedies.
Though those p lays were bom  in  a n iv e rs ity  m ilie u , they wore not 
in tended to  have pedagogic v a lu e . The d iffe re n c e  is  important? 
a t the College de Boncourt, comedies were w r it te n  on ly by s tu le n ts i 
when teachers such as Kuret and Buchanan wrote drama, they wrote  
e d ify in g  tra g e d ie s , Jodelle*s aims were to  make h is  own re p u ta tio n ,  
and to  achieve an a e s th e t ic a lly  successful exjimple o f the new 
c la s s ic a l genre in  French, but not to  teach anything# In  fa c t ,
L * Jugeno is  immoral both in  i t s  a c tio n  and in  i t s  outcome; * l ix  a t 
tho end o f  the p la y  promises f i d e l i t y  not to  her husband but to  her 
lo v e r  the churchman dugene. La tre s o r ie re  is  about attempted  
a d u lte ry , once successful and orp  unsuccessful, and about unscruj ulous 
f in a n c ia l  dealings; no word o f condemnation o f these th ings is  
u tte re d , Les oontens p lays i r o n ic a l ly  w ith  the gap between re a l  
im m ora lity  and th e  bourgeois cone m  fo r  appearances; the iro n y  is  
a e s th e t ic a lly  su ccessfu l, but h no r*efarming in te n t ,  ost of the  
o th er plays end w ith  a m arriage a f t e r  a successfu l, and o fte n  
fo r c ib le ,  seduction . '’They say the comedies ra th e r  teach than  
reprehend amorous co n ce its” , wrote Ji&ney —  and so indeed i t  nop ears#
*  Bradbrook, d lizabethan  comedy# p . C f. Bes A utelz* • • •
Leo ramonours in the early 1620*9, with its prostitutes and pro­
curesses, is thoroughly in the same tradition. But telite. 3ome 
five years later, represents the and of this kind of .. jniissance 
comedy, for in it not only does Corneille take as hi3 subject 
poople*o affections only, but ho specifically condemns infidelity#
In practice, then, ienaissnnoe comedy seems to h ve 
c.imed at delight rathor than moral reform. Terhaps the n;lishman 
Lyly had the most honoct attitude when he wrote that his plays were 
made for pleasure, were 'mere pastime or plays of the imagination” • 
He rites, too, that they were made ”to move inward delight ... to 
breed soft sidling, not loud laughing” Laujiter is not an 
important aim of the ;ranch playrrr L ghts either, whether in theory 
or practice: we lau^i at the predicaments in L* .ucenc or Les
corrivaux. at the puns, at the braggarts, but these are all dement*
• similar statement tbout comedy ithough not about native iranch 
comedy, which did not exist when he wrote): ”0r que la I or lit£ ...
soit plus profitable que ny la Jomedie, ny la Tragedie, il en a .pert, 
>ource que ces deux tendent plu3 \ la corruption que a la bonne 
information des moeurs: l*une _ roposont tout exemple oe l .scivite,
1'autre de cruaute et tyrannie ! ( epli iue ... aux furieuses defenses 
de Louis . jeipret. Lyon, 1551} quoted from Iuargaret L. . Young,
Guillaume Des Autelz. Geneva, 1961, p. 46).
1
irologue»oto fho .mmr-n in the loon (1597)* Hndimion (1579)* 
and ^apho and ihao (1582?;. Quoted" from J.W.H. Atkins, Iji dish Literary 
criticism: Tho Itenaaoenoe. London, 1947* P* 240.
inoidental to the principal aim, which is delight.
To sum up; the comic theory follows a constant 
pattern throughout our period. Also, it appears in many different 
sources, pedagogic, theoretical and theatrical; so that a 
majority of any cultivated audience must have been aware of it. 
Variations on it must have been recognised, such as, for plot,- 
Belleau!s unusual delaying of his action to a sudden quickening 
in act V; for character, the variety of servants and masters; 
and for speech, the interplay of kinds of language proper to 
captains, valets, heroines, and the rest. The i x&sfc of this 
book is about those variations.
2. Plot.
Comedy^as one part_of a performance
The Greek ideal of an overall dramatic performance, 
consisting of tragedies, comedies, and satyr-plays or mimes, all 
on a single occasion, oould hardly fail to appeal to the Pleiade, 
anxious as they were to revive the practice of the ancients in 
every way possible. They revived Greek practice, for example, in 
the famous ceremony of the Mbouc" which they connected with the 
supposed etymology of "tragoedia1 an "joat-song". But despite their 
lip-service to Athens, it was Rome that gave them their principal 
models (Seneca for tragedy and Terence for comedy), and in Rome, an
It> I
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far as the surviving evidence shows, such overall dramatic 
performances were not the general practice.^ On these grounds 
alone, then, it is hardly surprising that the PISiade and their 
successors only rarely achieved suoh performances.
Jodelle and Grevin are tho first to have done so.
The famous productions at the H£tel de leims and the College de 
3oncourt consisted of Oleopatre and L» Eugene together, and their
author was regularly praised for his introduction of both genres
2 •into Franoe. Grevin went a step further than Jodelle in including 
the equivalent of a third dramatic genre of the ancients, the 
satyr-play;
Ceste comedie i_Les esbahiaj fut mise en jeu au 
college de Beauvais, h Paris, le XVII e jour de , 
favrier M.D.LX. apres la tragedle de J. CSsar et , 
le3 Jeux satyriques, appelez ooromun^ment les 
Vesux.3
1 The first known Latin dramatist, Liviu3 Andronicus, produced 
a tragedy and a cofcedy at the Ludi Homani of 239 B.C., according to 
Cassiodorus^W* Beare, The Roman at*. ;e. London, 1955» P* 17)* 3ut 
Bears and other sources otherwise have little to say about such com­
binations.
' 2 For example in the letter of Denys Lambin cited by M. Balmas, 
in his edition of LEugene, p. ICj MDelectavit me in primis epistol® 
tuae locus de oomoediis et tragoediis Galliois. Libenter enim audio 
linguam nostram, quam ceterae nat tones barbaram et inopem esse diount, 
antiquarum poetarum veneres et ornamenta capere, interpretari et 
exprimere posse.”
 ^guoted from J. Grevin, Th6&tre oomplet. ed. L. 1 invert, 
Paris, 1922, p. 355.
The satyr-play Les Vaaux seems to have been performed also two years 
earlier, accompanying Grevin1 s other comedy La tresoriere. but this 
time without a tragedy.
Geste combdie LLa treaorihreI fut ... miee en 
jeu a Paris au college de 3aauvais, aprbs la 
3atyre qu’on appelle communement les Veaux, le 
v. de fbvrier M.D.LVIII.1
^es Veaux may possibly have been an imitation of an ancient genre, 
perhaps even of Luripides1 Cyclops  ^the one surviving satyr-play, 
but in view of Grevin1 s own remark that the farces of his own time 
are descended from one of these genres, the mime, it was quite 
likely simply a farce ("les anoians avoyent encores une autre sorte 
de Combdie qu'ils appeloyent i.inus ou Bastelerie, pour autant qu’elle 
estoit faiota de parollas ordes ot villaines, et de matieres assez
deshonnestes ... De la sont venues les farces des Francois, oomme
2 ' nous pouvons faoilement voir1’)."' Grevin claimed, as we saw in
chapter 1, that his plays were the first French plays on ancient
models (perhaps because he published his plays, which Jodelle at
t£>T>
1 Ibid., pp. 353-4.
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this time had not), md so for him the question of an authentic 
performance might have been all the more important*
Cven with this early generation of enthusiasts for 
antiquity, however, other influences may have come to bear* A 
’farce”, we know, was originally something used to stuff ('’farcir") 
a performance of another kind of play, and still in the 16th century 
was used in this way in the :qystery plays*1 Grevin himself writes
that he knows two other kinds of theatre where this sort of
programme-building took places the perambulating theatre of the 
Low Countries, and the stages of the University of ?ari$ itself:
3t aemble qu*encore oeste ooustume Lof acting 
in the streetj soit demeuree en FTandres, et 
Pais bas, ou les joueurs de Qomedies se font 
trainer par les carrafours sur des chariots et
la jouent leurs histoireo, Comedies et farces*2
ils font a la maniere des basteleurs un massacre
sur un esohaffaut, ou un discours de deux ou •
trois moi8 ••• et autres telleo badineries, que
je laisse pour estre plus bref.3
This is an obvious kind of programne-building in all ages, perfectly
1 Cf. Grace Frank, The medieval French drama* Oxford, 1954, 
pp. 245-6. .
2 J* Grevin, Theatre oomplet* ed. cit., p. 8.
3 Ibid., p. 10.
normal to 3oswell for example (“At night I was with Lady Crawford 
at The Beggar13 Opera ... The farce was The Yintner Tricked"g “The 
play was False Delicacy. and the farce, A Leep behind the Curtain”),1 
though in the professional theatre of our own day it is perhaps less 
frequent. iirthermore, as Gr6vin says, the question of the personal 
specialisation of the dramatist, according to his temper ament, must 
he consideredi
car comma ainsi ooit que des hommes, les uns 
soyent graves et severes, les outres gaillards 
et joyeux, il est advenu que les premiers se 
aont mis a escrire des Tragedies graves et 
sSveres, les seconds se sont exeroez en 
Com6die3 gaillardes et joyeuses.2
Belleaufs La reoonnue and Joan- Intoine de Balf's Le 
brave and L* eunuque are in comparison quite isolated. The title-page 
of Le brave, is we saw, tells ua that it was performed on 28 January 
1567 [n.s. 1568], but there is no record of a plsy of any other genre 
accompanying it. The chantz recitez entre les acteo de la comedie" 
are the only extraneous element; in view of 3aIf*o kn.wn interest in 
music,^ “recitez" may well mean “sung“. It is only surprising that
 ^doswell in search of a wife. London, 1957* PP* 141* 146.
2 Grevin, Thdatra coruplet, p. 9* ’
3 Cf. Frances Yates, French academies of the sixteenth century. 
London, 1947* chapter III.
Baif, who even founded the Acad&nie de Musique et de Poesie 
precisely in order to recreate the practice of the ancients in 
uniting poetry and music, was not also interested (as far as we 
know) in uniting forms of drama.
After the Fl&iade, no such ideals of the union of the 
forms of drama seem to have existed, writers certainly wrote both 
tragedies and comedies —  both the La Taille brothers, d’Amboise,
Perrin —  but not usually, apparently, for performance together.
In the prologue to Godard* a Les despises. there is a reference to 
the performance together of Godard’s tragedy La Franciade and his 
comedy;
Car on a bien voulu, pour mieux vous oontentor,
D0S3U0 cette eschaffaut ici ropreoenter 
Ceo deux poemes-la, qui vous feront entendre 
*ue la fortune peut seo longues mains eatendre 
Aussi bion sur les grands comme sur les petitsl
and although this is not reliable evidence of an actual performance, 
it does show that Godard is attempting some meaningful relation between 
the two plays. He also claimed that he was the first in France to 
write both kinds of play, but this is the claim either of ignorance 
or of iurpuoence. —  Finally, with the classical generation —  lairet, 
Corneille, Rotrou —  we have plays of both kinds, in considerable
Anclen theatre francal3. VII, p. 340.
numbers, but written rather as part of their authors* varied 
dramatic production, not for performance together on a single 
occasion#
Comic structure ln_ theory and practice
Comic theory in the ^enaissanoe, as we saw, was based 
above all on the commentaries of bonatus on Terentian practice. 
Beare quotes A.iohaut as saying that "the remarks of ... Bonatus 
involve absurdities which would do honour to a professional 
humorist",'*' but at least in the Renaissance the remarks were 
taken perfectly seriously. On the question of the overall 
structure of a comedy, the central point at issue is that according 
to Horatian precept and the versions of Creek and Roman plays 
which the Renaissance knew, plays should have, and did have, five 
acts* yet the Aristotelian division involves only three divisions, 
a beginning, a middle and an end, or as Bonatus puts it (apart from 
the prologue whioh is a mere introduction), protasis, apitasis, and 
catastrophe. Bonatus* statement is as follows*
Comoedia nor quatuor partes dividitur; Prologum,
Frotasin, Rpitasin, Catastrophen. Frologu 3 est velut 
praefatio quaedam fabulae, in quo solo licet praeter 
argumentum aliquid ad populum, vel ex Poetae vel ex
^7
* W. Beare, The Roman at arse* London, 1955t P» 207*
ipsiua fabulae vel ex actoris oorunodo, loqui.
Protasis primus est actus, initium drammatis.
.up it as is increm8ntum, processusqueturbarum, ac 
totus, ut ita dixerim, nodua erroris, Catastrophe 
conversio rerurn eot ad iucundos exitus, patefueta 
ounotis oognitione gestorum.l
Jacques Pole tier du loans takes over these ideas;
La Comedii a trofs parties principalis, sans u  
Prologue, La primiere, s^t la proposition du f?t, 
au premier Aetil. laquele *t apelei des Grez 
Protasii. 2 an ^l£ s*expliqui une partii ^i 
tout 1* Argument, pour t^nir li Peuple' an atantp 
de ooimo^tri li surplus. La sicond/, ?t 
l’anancj&mant ou pro.^s, qui les Grez dis^t 
2pitasii. C*9t quand les aferis tombit en 
dificulte, e antr^ peur e esperanci. La tierce*
^t la Catastrofi,' soudeini conu^rsion des ohosps 
au mieus."
And the same ideas were taken over by most Renaissance ‘theorists. 
Bear© put it as followsi "The scholars of the Renaissance did their 
best to reooncile the two theories, five-aot and three-part, but I 
agree with Leo ... that the two are mutually exclusive."J The 
difficulty was certainly present. But in fact, a3 we shall see 
below, the act-division of Renaissance comedies was relatively
1 Be tra:g£dia et comoedia; quoted from H.vV. Lawton, Kandbbook
*.m  p. 12.
*" Art Poetlque. ed. cit., IX, vii, p. 187•
 ^3eare, The .toman sta.qe. p. 207*
unimportant, the action sometimes appearing to be perfectly 
continuous from the end of one act to the beginning of the next. 
And theoretical discussion of the parts of a comedy and their 
disposition was much more often concerned with Donatus1 tliree 
parts than with act-divi3ion. Cc«iliger, for instance, apparently 
analysing the structure of actual plays more closely than many 
other critics,'*' concluded that a fourth division wa3 necessary, 
which he called catastasis;
Protasis est, in qua proponitur et narratur 
summa rei sine declarations exitus ... Epitasis. 
in qua turbae aut excitsntur, aut intenduntur.
Catastasis, est vigor, ao status Fabulae, in qua 
res miscetur in ca fortunae tempestate, in quam 
subducta est. Kane partem multi non animadvertere? 
necessoria tamen C3t. Catastrophe, oonversio 
negotii oxagitati in tranauillitatem non axpeotatam.
His partibus additus, uti dicebamus, Prologue ...2
I propose to examine the plays themselves, whioh 
after all are the important texts, to see what kind of structure 
was used in practice. In fact, all the surviving Renaissance 
comedies could be analysed according to Donatus* and 3caligwrfs
"Soio a nonnulli3 treo tantum enumeratos, nos autem ad 
subtiliora semper aniaum appulimus" (Poetiocs li.br i scptern. I, ixf 
Heidelberg, 1607 edn., p. 32.
Ibid., p. 33.
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principles, and it will be convenient to follow to some extent 
their divisions in discussing first the prologue (and epilogue) 
and then the rest of the plays —  which may or may not correspond 
to their divisions. The araphasis will be, however, rather on 
discovering the function of 3uch parts in the total dramatic 
effect than on establishing them on any theoretical grounds.
Prologues and epilogues
These two sections of the play lie outside the formal 
act- and soene-division. loth of them are normally founds La 
reooimue and Les raaoneura are the only ones of the regular 
comedies before U6lite without a prologue, and Les desguisea the 
only one without in epilogue. elite includes en epilogue.
Tho prologue has a long ancestry, both classical and 
medieval. Lvery play of Terence has a prologue, the Heoyra even 
two, in which the author addresses his audience more or less in 
polemical fashion. Jean Bodel*s Jau do Laint Picolas has a prologue 
calling, quite traditionally by that time, for silence.1 Giordano 
3runofs 11 Landelaio has an Antiprologo, a Proprologo, and a con­
ventional Prologoj Troterel in Las oorrivaax. as we saw, plays with 
the tradition too, by having his prologue interrupted by someone
:d. F . J .  ;!ame, Oxford, 195^t P» 4*1
behind the curtain* Throughout this long period, the prologue• s 
main function in terms of the theatre was to ease the transition 
from the audience’s world to tho players* world. This function 
is never essential, but it can be used for comic or other effect, 
ft is only one of a number of devices used to establish a relation­
ship with the audience (others are the soliloquy, the aside, the 
chorus in tragedy, but by virtue of its position its uses are 
different from any of these.
First, although the prologue is a less integral 
part of the play than, say, a chorus, it lias the advmt /•> of 
addressing the audience directly. In every one of the prologues 
we are considering, the audience is addressed as "vous". The 
speaker usually specifically states that he is not the author.
But noither does he 3ay he is on ’’actor'*, ih cold reality; he 
usually loads the audience from the Icnowledge of where they are, 
ovor the boundary of illusion, until they and he are v/ithin the 
action of the play. For examples
Ge nonobstant, j*ai sceu de luy [le poetej,
Coxmne une chose bien secrette, 
due caste comedie est faicte 
Jur le discours de quelque amour 
dui a*eat conduit au carefour 
Be Sainct-Sovrin; mais je vous prie,
B*autant qua vous avez envi©
B’estro secrets, de tenir coys 
Gar je voy oy derriere moy 
Le sire Jo3se.l
f-71
1 Ij93 esbahis, prologue, 11. 62-71,
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A lth oug h  the sp e a k e r I s  s p e c if ic a l ly  n e v e r the a u th o r, i t  i s
n e v e r s a id  who he is *  >no may p e rh ap s compare the epilogues, w h ich
p e rfo rin  the c o rre sp o n d in g  fu n c t io n  o f le a d in g  the au d ien ce bock
o v e r the boundary o f i l lu s io n }  th e y  a re  a l l  spoken by one o f th e
d ra m a tis  p e rso n a e , who tu rn s  to  th e  audien ce and a d d re sse s them
directly* In production, any of the nine prologues could
s im ila r ly  be spoken by one o f tho d ra m a tis p e rso n a e , and may w e ll
1have been so intended*
i3ut i f  t h is  were a l l ,  th e  p ro lo g u e  w ould be s u p e rflu o u s } 
i t  w ould be n a iv e  to  suppose th a t an audienoo i s  r e a lly  In  need o f 
h e lp  o v e r th e  b oundary o f i l l u s i o n .  In  th e se  p la y s , i t  has a n o th e r
fu n c t io n ; to  p re p a re  th e audiences f o r  th e p la y  by d is c u s s in g  com ic
2p r a c t ic e  and th e o ry  and how th e p a r t ic u la r  p la y  f i t s  in t o  t h e s e .' 
The p ro lo g u e  to  L 1 Ai,;ene* f o r  e am ple, c la im s  th a t i t  i s  th e f i r s t
Orazio Vecchifs Lf/idTi;)ornaso. Venice, 1597* is perhaps 
not strictly comparable. But the prologue of this m u sica l setting 
of a comaedia srudita i s  d e f in it e ly  put into the mouth of one of 
the characters, Lelio (of. fig. 16). Bo i s  the prologue (the third, 
normal one', to IX ■;,mdelalo) vhich is spoken by a beadle. And it is 
fairly clear (though not c o n c lu s iv e ^  that tho speaker of the prologue 
in froterelfs Los oorrivaux. and Le Caohe, are the two c h a ra c te rs  who 
open the play proper: B rag ard  and Gaullard.
2
The prologue to the Jeu de Baint Nicolas does this too? 
cf. F . J .  a m a ’a edition, O xfo rd , 1951* PP» xvii-xviii.
P rench  comedy. The p ro lo g u e  to  L es N e a p o lita ln e s  e x p la in s  th a t 
i t  i s  an e x c e p tio n  to  the u s u a l r u le  th a t com edies a re  in v e n te d  to  
p le a s e  th e ’'s im p le  p o p u la ce ” , and why. Le3 de3iX ui3ez was p r in te d  
to g e th e r w ith  a tra g e d y , La F ra n c ia d e . and th e p ro lo g u e  i s  a t 
p a in s  to  p o in t o ut th a t t h is  ju x t a p o s it io n  i s  in te n d e d  to  show how 
fo rtu n e  s t r ik e s  down th e  g re a t b ut m erely  p la y s  w ith  the humble 
and lo a v e s  them happy in  th e an d . These id e a s  can  be p e d a n tic , as 
th o se  o f Les d e s p is e s  c e r t a in ly  a re , b ut th e y  ap p ear to  show a t 
le a s t  th a t th e  a u d ie n ce s o f th e sa  p la y s , an w e ll a s the a u th o rs , 
were in t e re s te d  in  th e  th e o ry  b e h in d  them . Fo r u s , th e e x a m in a tio n  
o f  th e  p ro lo g u e s , b e s id e  o th e r p u re ly  t h e o r e t ic a l w r it in g s  about 
comedy, has some p o in ts  o f  in t e r e s t  to  o f f e r .  F i r s t ,  in  th e  la t e r  
p la y s , th e  re fe re n c e s  to  v a r ie t y  as a m e rit:
O r, j* e s p e re  q uf e i le  uc e tte  com ediej vous p la ir a ,  
po u r e s t re  to u ts  p la in e  do v a r ia b le s  humour3 , 
a f f e c t io n s , p l a i s i r s  a t p a s s io n s ­
. . .  l a  g e n t ille s s e  de 1*in v e n t io n , le  b e l o rd re , 
d iv e r s It e  du s u b je c t . . .  -
) 7 \
~ Les e s p r it o . A n cie n  th e a tre  f r o n s a is , V , p . 2 01. r f y  i t a l i c s  
( a ls o  in  the quo t  a t io n s  below  . —  The fa c t  th a t t h is  p ro lo g u e  i s
t r a n s la t e d  from  th o  I t a l i a n  need n o t a ffe c t  i t s  v a l id it y  as an 
e x p re s s io n  o f L a riv e y * s  id e a s .
Les H e ap o lit . l in e s . A n cien  th e a tre  f r a n c a ie '. T i l ,  p . 1 3 3 .
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Second, th e  em phasis on v e rb a l s t y le s  th e above e x t ra c t  from  
L e s N e a p o lita in e s  c o n tin u e s :
Les sages d is c o u r s , le s  bons enseignem ents, se n te n c e s, 
exem ples e t p ro v e rb e s , le s  fa c e t ie s  et s o m e tte s  dont 
e l le  e s t  semee de to u te s  p a r t s l
w h ile  in  the p ro lo g u e  to  L *Sugene th e l i s t  o f q u a lit ie s  d e s ira b le  
in  a comedy re a d s :
2■•auels v e r s , quel3 ris, quel honneur et quels mots.
The p ro lo g u e s u s u a lly  sa y  th a t t h e ir  aim  i s  to  e n t e rt a in  
th e a u d ie n ce . O nly tw o, th o se to  Les e s c o lie r s  and Les d e s g u is o z . 
o v e r t ly  s ta te  a m oral aim } th e o th e r seven have no re fe re n c e  a t 
a l l  to  any d id a c t ic  purpose ( c f .  Les N e a p o lita in e s , p . 134*
" p la is a n t e  e t f a c e t ie u s e " ; L es e s p r it s , p . ‘2 01, " J ’ esp ere q u 'e lle  
vo us p l a i r s " ) .  The supposed aim  o f th e p ro lo g u e s , a s we have se e n , 
i s  to  ease th e a u d ie n ce  g e n tly  in t o  the p la y , and i t  appears to  
have been co n clu d e d  th a t e d if ic a t io n  i r t f r n gfr, was not a
recom m endation} f o r  o f  th e se  seven  p ro lo g u e s , fo u r b e lo n g  to  p la y s  
whose a u th o rs , we know, e x p re sse d  elsew h ere t h e ir  d id a c t ic  in t e n t io n s ;
Or je  re v ie n s  a l a  Com edie, q u i e s t un d is c o u rs  
fa b u le u x  . . .  p a r la  q u e l on p e u lt  apprendre ce q u i 
e s t  u t i l e  p o u r l a  v ie ,  e t au c o n t ra ire  c o g n o is tre
1 Ibid. .
L 1 Eugene. a d . B alm as, p . 32
oe qua Io n  d o it  f u i r ,  cn so ig n e z p a r le  bonheur 
ou m alheur d * a u t ru y ,i
Toutesfois, c o n s id e ra n t que la Comedie, vray 
mirouer de nos oeuvres, n * e ct qu'uuee morale 
filosofie, dormant lumiere a toute hoimeste
d is c ip lin e ,  e t p a r consequent a to u te  vertu
aux a u tre o  q u i l a  l ir o n t  e l le  a p p o rte ra  a u s s i 
un gran d  p r o f f ic t  e t oontentem ent3
Lone o f the p ro lo g u e s in c lu d e s  the full "A rgum ent", ^ 
b ut four of them (t o  L» .ugbne, Les esbahia, nes esprits and Les 
uonveyfl) s t a t e  s p e c if io a lly  th a t they a re  not going to  ^ ive  d e t a ils  
o f  the p lo t  beoause th e p la y  ih i t s e l f  w i l l  do th a t w e ll enough.
One p la y , L a re co n n u e , w hich hac no p ro lo g u e , h as a p r in te d  
"A rgum ent",
F o r u s , th e know ledge o f  th e o ry  o f oomedy th a t we can
1 »J. G re v in , B r ie f  disc our 8; quoted from H.W. Law ton, 
Handbook . . . , p, 55*
2 Pierre de Larivay, Hplatre to Francois dtAaboise to th e 
1579 collection, Ancien theatre francaia, V, pp, 1-2,
F r a n c is  d ’ Am boise, L e s A e a p o lita in e s , p r e fa c e , A noien 
ta o a tra  fr a n g o ls . VII, p. 239.
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The p ro lo g u e  to  La T a i l l e ! 3 Les c o r r iv a u x  g iv e s  a  
good d e a l o f th e  p lo t ,  b u t still leaves the outcome c?or th e play 
i t s e l f  to  show.
gain from these prologues has its interest, 3ut their chief 
function, as we saw, lay in establishing a relationship with the 
audiencej and it is here that their main interest, and such 
drumatio qualities as they have, are to be found. We 3hall return 
to them, and to the epilogues, in this context.
The epilogues perform tho reverse function to the 
prologues, in bringing the audience back to their own world. They 
ire always spoken by one of the actors, who turns to the audience 
and speaks to them. They are generally shorter than the prologues 
(hf Jugene has only one line). .3 the prologues oontainod the
/ilete. so the epilogues contain the v laudite. Thus fodomont in 
Los contons:
: ie3dames, qui avez pris patience de nous oulr 
ceste apresdisnee, s!il vous plaist revenir en 
ce lieu le jour des noces de Basile et 
leneviefve, vous aurez le plaisir de voir 
courir la bague ... dependant, vous ferez bien 
de vous retirer ohez vous. Car voicy l’heure 
que lfon commence a souoer aux bonnes maisons.
2t si nostre oomedie vous a est£ agreoble, je 
vous prie de nous le faire ocgnoistre a quelque 
signe dfallegresse (V, vi).
Exposition
The first part of a comedy in contea^porary theory was 
the protasis. According to Bomtus, the protasis is the first act 
of the plays '’Protasis primus ost actus, initium dr,umaatis”| and
1»^7
again, "Protasis est primus actus fabulae, quo pars argument! 
explicatur, pars reticotur ad populi expectationem tenen&sua".*
To 3omo extent, then, it is what we oall the exposition. Jut 
clearly, the exposition and the first act are not necessarily 
synonymous: for instance, in Larivey*a Lea osprits the 
exposition is still goin ; on in aot two, by which time Urbain 
has obtained his Feliciana* tho action has begun. Jcali ;er 
himself pointed out that tho protasis (evidently for him meaning 
"exposition") of the I ilea gloriosus comes in act two (though 
Jalf, in his adaptation Le bravo, moved it slightly fw wruwi 
into act one, scene two). By "actus", Donatus seems to have 
meant not necessarily an act in our sense (one of five formal 
sections of the play) but simply a part of the playj end the 
16th century understood protasis in that sense, as the beginning, 
including the exposition but if necessary also including somo 
action. Professor Herrick quotes Dryden's Lugenius;
First the protasis, or entrance, which gives 
light only to the characters of the persons, 
and proceeds very little into any part of the 
action.2
1 de Trapped la et Conoedia; H.W. Lawton, Handbook
. 12, 14,  1ST
iif
PP
2 Jaaay of dramatic I oetry; H.T. Kerrick, Comic theory 
in the sixteenth century. Urbann, 1950, p» 1 1 7*
The important point seems to be how the exposition &3 such is 
handled, especially as act-division in our sense, and in this 
period, is not so vsry significant in practice.
It i3 handled with a varying degree of conventionality.
At its stiffest, it consists of one character telling another 
details that that character cannot but know already, the technique
satirised by Sheridan in The Critic* "Hr. Puff, as ho knows all
♦ 1this, why does Sir Halter go on telling him?". This is found in
only one plays surprisingly, Larivey1 s Les esprits. which is
otherwise not a stiff or excessively conventional play, Hilaire
tells his wife Elizabeth details that sho cannot but know already,
and she is so obviously a protatio oharodter, a puppet figure
provided for the purpose of the exposition, that she doe3 not oven
appear at all in the rest of tho play.
One degree less stiff —  at least it is more honest —
is tho exposition by soliloquy. This is used in three playss Les
esbahis, La reconnue and Les des, uisez. The first two share a
peculiar feature* that the young lover (Lf Advooat and L’Amoureux 
respectively) is not even mentioned in the opening soliloquy, and 
hardly at all until his arrival, in each case at II, i. Apart from
 ^The Critic, II, li. dheridanf8 Plav3 and Poems, ed. 
B.C. Rhodes, vol. II, Oxford, 1923, p. 219.
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thi3, in Les osbahis onu soliloquy suffices (I, i)j in La rc-connue 
Jaime's first soliloquy m d  .laistre Jehan's asides (I, i) tells us 
all except a minor detail or tv/oj in Les desgulsez two successive 
soliloquies are necessary vbut as we shall see there i3 i structural 
reason for these).
The other plays all open with dialogue that is to some 
extent motivated. Les contans i3 the best aotivateu of all; at the 
opening of this play Louiso has got her daughter Genevieve up at an 
unnaturally early hour, so that Genevieve has perfectly good reasons 
for wanting to know why —  and thus justifying the exposition. This 
seems to be another example of the deliberate disguise of the con­
ventions in this playi similar ’realistic” preoccupations also blur 
the conventions of decor simultaao and of time-sequence in it. Les 
Laapolitaines and .Ees escoliera use dialogue in which 3omo action is 
already talcing places \ugustin is trying to get 3eta on to his side, 
end farln is trying to got some truth out of Finet. In the first 
case, some sli^tly stiff expository details by Beta axe necessary, 
end in the seoond, a supplementary monologue by Finet. L':Su, ;ena is 
perhaps the most pleasing of all; Jodelle quite simply entertains us 
with the pleasures of the churchman's life, and of Eugene's in 
particular, before ever getting down to the exposition. .hen ho 
does, he introduces it frankly with;
dfun cas nouveau ...
M’est a ceste heura souvonu 
Pour lequel appell5 t'avois^
and the rest of the exposition is made in the same dialogue and 
in a supplementary monologue by «essire Jean (Floriaond's late 
arrival in II f i, is perhaps surprising} compare the late appear­
ance of the lovers in Les eaoahia and La reconme). The technical 
ease of the exposition in this play is paralleled only in Les oontens.
The division between expo iition and action varies in 
sharpness. oom-jtimes an attempt is made to avoid an excessively 
conventional beginning by intorlinkin the two; thus in L1 ,u ana 
I, iii, I .essire Jean appears at Juillaumefs house, obeyiHo orders 
received in I, i, before Flor mond appears to complete the exposition 
in II, i. The plot of I.es asprits i3 so complex that the exposition 
is not complete until II, i, well after Urbain has bargained with 
Uuffin and got his Felioiane (even the denouement of this ploy takes 
loore than the usual act V and overflows backwards into act IV'. An
opening in medias res, with expl nations following, is never used in 
2these plays.
1 LMuiane. 11. 220-5.
2 In three plays, strictly speaking the exposition is not 
complete until the end, when facts unknown to characters and audience 
alike, and necessary to the plot, are revealed; La rjconnue. Les 
corrlvaux and Les Keapolitaines.
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As well as being integrated with the action, it is 
necessary that the exposition 3hould be integrated *?ith character. 
It is so in >! where Tugenefs sensuality is so d/elt on in
the first part of the play boforo ever the exposition begins.
Jeta shows both their char ctero clearly (Augustin the devoted -and 
determined lover, Beta the ready-witted and bribadfle se:*v:nt'. In 
fact, all these plays, even le3 eaooliers, do oonsivlerably :aore than 
merely expound at the be. Inning* the individual character of the 
speakers is always made quite clear (even Elizabeth in aea esarits. 
who only appears in I, i)f find the exposition of the plays genu rally 
shows, very competently, the atmosphere that is going to domin ate 
(the hedonism of ies bea^olitnines. the sour misanthropy of La reconn^ie) 
In pltiy3 as dependent on convention as these are, one night perhaps 
have expected the expo3ition3 to be stiffer than they in fact are.
Catastrophe or denouement
It is convenient to take the last part of the structure 
next. Here practice bears out theory. The catastrophe in bon^tus* 
words is the ’’conversio rerum ... ad iucundos exitus, patefacta 
cunctis oognitione gestorum", and again, the ’’oxplicatio fabulae" —  
that is, a change in the otion leading to a happy ending (the
A'jt is/also in Les Neapolltp-inos. where the dialogue of ugustin and
opposite in tragedy) and the revelation to
everyone of the true state of things (e.g., that Pamphila is after 
all free-born, in the dunuoh). Scaliger adds that the happy ending 
must be "non expect at am'1. All this is very similar to the extremely 
conventional ending of tho modern detective story* a happy ending 
and the unexpected revel tion of the true state of things.
Like the expositions, the catastrophes or denouements ora 
treated in practice with a varying degree of conventionality. Jei 
ax machine, are not uncommon. >even of the ploys employ new characters 
who arrive more or less out of the blue to reveal new facts, or to 
i-ifluence the situation in a new way, so that the "happy ending” may 
be achieved. Les deapolitaines introduces the new charracter of 
Itaro-Aurel, a jeweller from Naples who has not been mentioned in the 
four preceding acts. He reveals new facts which resolve the situation. 
A or is he the only one: the sub-plot (Diogho3 and Oastor) is given
another completely new character, the messenger Louppes, who reveals 
facts that persuade Dieghos to leave aid thus remove his presence from 
the ”happy ending”. The arrival of these two new characters is 
certainly artificial; but the mystery surrounding past
and the constant references to it are bound to warn the reader that 
something of the kind will happen.
In La reconnue. Los corrIvaux. Lea esprlts, Les doagulaoz. 
and Les r.umoneura. a parent (or parents) of one of the lovers involved 
arrives at the end of the play and make3 the Mhappy ending” possible.
Since the "happy ending" always involves marriage, and since In 
terms of the ploys marriage always involves settlements and fa ily 
details, the very absence of the parent concerned in a way pj p res 
his arrival. In addition, there is geherally other preparation.
In Lea dec raisez the plot at the end is already turning upon 
Olivier's father, and Passetrouvant is having to impersonate him, so 
that his arrival is prepared and effective. In Les oorrivaux. the 
prologue has Iready told us of the father's existence. In Lor esprlts. 
the urbain-leiiciane relationship ha3 been prepared from an early as 
act I, .*nd moreover Oerar fs arrival is prepared two scenes before 
he actually arrives (IV, v N. In La reconme. 3ome slight indie tion 
of Antoinette's father's arrive! in Paris is given early in the play 
(I, v v when Maistre Jehan says;
il y a trois nuits 
ue, s ms me reposer, je suis 
A f ire l'oxtrait d'un procas, 
dn droit et matiere d'exobs,
D'un ;entilhonaae de Poitou.
but the main preparation lies in the obvious lack of parents of 
thi3 girl whose marriage involves so many people. There is a second 
new character as well, in tho denouement of this plays the oa itaine. 
who has been so much discuesod in the preoedin ; acts.
iotch more preparation is made for the arrival of Agnes 
at tho end of Lo3 esbahis. vhose function is to get Josse out of the
way of the "happy ending"# e p: -dually learn a lot about her past, 
and about her affair with the nitilhomme, before 3ho appe xs in set V,
In all these cases, ho /ever, preparation must not be 
confused with motivation* In Loa desgulsez* it fits the pattern of 
the plot very -veil that lierre C- land should arrive when he does, 
but that is not to say that his arrival is motivated in terms of the 
lay. He has simply arrived in Toulouse, looking for his son, by 
chance at this particular time. The same applies to all the other 
examples* Agnes’ arrival may be repared, but it is mere coincidence 
that she, the Gentilhomme’s whore, should turn out to be the same 
person as Josse’s wife. Jodelle. in V larene* achieves a better 
motivated plot by making the arrival of a new character, Florimond, 
the 3ouree of his plot end not a mere accidental impingement upon it.
But in the later plays, it i3 clear that the arrival of new characters 
has become a convention that does not need to be motivated.
The acceptance of this convention is shown by comparing
Grlvin’s Lea e3bahis with his   rosfrriere. La tresoriere is the
earlier play, and it is completely motivated b; character, not by 
del ex machina. Loys’ anger at his rival’s success precipitates the 
climax, all the reaction * to which are in character, despite this 
early production, however, in tho later play Grevin introduced new 
characters at the end, showin: that the internally motivated 
denouement was not, for him, something that need necessarily be aimed at.
Two other plays have a denouement that does not 
depend on new characters or facta; Los contens and Lea escoljj.rs.
The technique of Les esccliera is primitive when coinp.ired with 
contens. but nevertheless it is true of both that the dexioue- 
ment derives from character and not from chance . In Les esccliera. 
the inquisitive and meddlesome neighbour briquet is credibly bullied 
into working on his neighbour Haolou to allow the marriage of obrin 
and Grassettej and the fathers He clou and Marin* seeing that it is 
after all a perfectly* suit Jble marriage, credibly decide to allow it 
after sodding their ohildren. In Les contone similarly, after a 
good deal of euarrellin the parents of Basile and Genevieve, seeing 
that it is also a perfectly suitable marriage, decide to allow it.
This is not, of course, to condemn the convention of dei ex nn'---ina 
merely on groun .s of artificiality, nevertheless, it is of interest 
that the convention is not univera&l and that La tresoridre. ues 
contens and Les escoliers, at least, successfuly avoid it. The 
denouement of £lite« too, is internally motivated.
Loose ends are seldom left over.. The captains often 
have a marriage provided for them as a oonsolation prize vLa i oonnue« 
Les ^eapolitaines. Les dosguisez". 3elleau in La reconnue is so 
concerned with rounding off his play that practically all the 
characters, and what they will receive, are passed in review in orderi 
Lfilmoureux. and Antoinette, rotiron. Hon3ieur. Hadsme, aistre Jehan.
the captain, Janne. The plot of Les esprits is complex enough with 
its three pairs of eventually united lovers not to involve a ditional 
loose pnds in any case. Les eaooliers and Lea corrivaux also iave 
no loose ends. In L'du ;ene. datthieu the creditor is introduced ao 
late into the play that ha 13 hardly an integral part of the A Lot} 
nevertheless, he is not merely a loose end to he dealt with, for the 
way Augene satisfies him is an effective demonstration of their 
respective characters. ..,os esbahla alone does not end so tidily.
At the end of the play, ’ Advooat1 b disguise is still unknown to 
derard, the guilt being attributed to I’anthaleono. The revelation 
of the facts, and the marriage of L'Advocat and L.adalene, are : erely 
pr oral sod to the audience in the epilogue and not actually arranged 
within the play. But this i3 a solitary and not particularly 
significant example. There are no oases in these comedies where the 
play significantly end3 with a question mark, like Tartuffe. or Le 
isanthrope. or Twelfth Light.
Upitasis nd catastasis
The part of the play between exposition and denouement 
is less clear-cut than either of them. One significant question is 
whether or not a climax occurs at any point to divide it up. La 
roconnue. Les esprits and Les doo,;uisez have no such obvious climax. 
In the first, the unusual 1 ck of a climax serves to build up the
suspense; Lonoieur’s machinations come nearer and nearer success 
until, only in the last act, he is finally foiled and the atmosphere 
cleared. In the second, the plotfs complexity i3 sufficient 
entertainment in itself to sustain a single level of action through­
out, and the three pairs of lovers simply continue to manage or 
mismanage their affairs until the denouement. The success of nes
raises depends on the gradual complication of the intrigue - rough 
four acts, one disguise and docoption involving another, until the 
disguises are broken lovna, in strictly reverse order, in the last act.
In six other plays, the course of the action is changed 
about the half-way point, fhc change is precipitated by a seduction 
in Les contens. act III, and in Lea esbahis and Les I?ea> olltaines 
between aoto III and IV; by Richard*s discovery of hi3 master’s 
rival’s success in act III of La tresoriere; by Florimond’o violent 
removal of his fu^Lturo in act III of L ’ ru, ;ene; and by an attempted 
rape in act III of Lea corrivaux. In each case a reaction i3 provfcHed. 
ict IV of Les contons i3 occupied by Basil©*s attempted prevention of 
that reaction; act IV und part of act V of Les eabahis by Jer.rd’a 
chaffing of Jos3e about the seduction, and Josse’s violent reaction; 
act IV of Les Ileaipolitainos by eisoussion until the del e.c mac ina 
of act V provide the solution; acts IV and V of Les corrlvaac: by 
gradual reaction and solution; so that in each case the climax 
changes the course of tho action. In L* Lu c&ne there is x diffei'ence,
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in that the removal of the furniture is not an unexpected d is a ;:te r , 
but in a similar way reactions and eventually a solution arc 
provoked.
Les oscoliers represents a variation on this technique.
The climax occurs, not h a lf  way through the plot, but in act I / .
After three acts of discussion and plotting, suddenly in act IV the 
ce quickens, a plot is  la id ,  carried out and discovered a l l  in  the 
course.of the act. It is  quick, and effective* but the execution  
of this play as a whole is not good enough to carry i t  off.
The theoretical discussion of this part of a comedy, 
in  the 16th century, concerns the meaning of Donatus1 third p a r t ,  
epitasis, and of Joaliger^ added fourth part, catastasis. Donatus
calls tho epitasis M incr ementua, processusque turbanun, ac. tot us, ut
1it* dixerim, nodus erroris , but as the term by el mination has to
cover everything between the protasis and the catastrophe, th is  seem3
a little vague. I t  seems to me th a t Scaliger’s two terms, bet sen
them, ore much more closely re la te d  to actual dramatic practice both
in  Terence and in our comedies.
*
Epitasis, in  qua turbae ant excitantur, aut intanduntux. 
Catastasis, est vigor, ac status Fabulae, in qua ros ?
miscetur in ea fortun e tempestate, in quam subducta eat.*
1 K.d. Lawton, Handbook ..., p. 12.
Cf. above, p.2
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For example, in Les HeapolitainQS the epitasi3 would cover 
everything that happens up to Camille*s seduction of Virginia} 
that seduction and its immediate sequels would be the catastasis; 
and the solution of the problem, the catastrophe. It will be 
seen that the ’’climax” I have been discussing, and whioh I see 
as an important part of the dramatic structure, is in fact very 
close to Goaliger’s catastasis.
Perils and obstacles
One of the main principles of plot-struoture in these 
ploys is the gradual removal of obstacles or perils in the way 
of the prinoipal characters * ends. Tho® ends may be either moral 
or immoral. Lugenefs aim is to enjoy Alix at hi3 leisure; Loys* 
and the Protenotaire* s aim in La tresoriere is to enjoy Constants; 
Basile’s aim in Les oontens is to marry Genevieve (even though his 
methods may be the reverse of moral); Olivier*s aim in Les desguisez 
is to marry Louise. The morality is irrelevant. In terms of plot- 
struoture, the action is built on the removal of the perils or 
obstacles* Floriiaond*s anger in L* Lu^ena%,Louise * s obstinacy in 
Les oontens, and so on. The most frequent pattern is a double one* 
l£he young lover first has to win the girl* and then has to obtain 
the approval of society for marrying her (Les esbahis. La reconnue. 
Les corrlvaux. Les esprits. Les oontens  ^Lea Neapolitaines. Les
deamisezt I 63 eacoliers* Les ramoneurs). In terms of the structures 
we have been discussing, the ovex’coming of the first obstacle is 
Soaliger’s catastasis; the overcoming of the oeoond, the catastrophe 
Although this applies to moat of our comedies, some like I'j&tgene 
have only one obstacle and so are outside this definition*
laelite is a variant on this pattern* The obstacles to 
Tirsia and k£lite are Leasts’s jealousy and machinationsi we see 
how they begin, succeed, are discovered and overcome, and almost 
the whole action is built on them. The second obstacle, obtaining 
social approbation, is still there in the shape of Elite’s mother’s 
approval, but it is so ployed dov/n that v;» axe hardly aware of it*
The perils and obstacles are still the basis of the plot, but they 
come from the characters themselves, not from society outside; from 
other members of the same generation, not from an older generation* 
The multiplication and removal of obstacles, then, form 
a rincipal feature of the plot-structur© of those comedies. We have 
the testimony of Rayssiguier on the audience’s reaction to it:
La plus grande part de ceux qui portent le teoton 
a 1’hostel de Bourgongne veul';nt que I’on contente 
leurs yeux par la diversite et ohangement de la 
face du Theatre et que le grand nombre des accidens 
et adventures extraordinaires leur os tent la 
oognoissance du sujet*!
* Le Rays3iguier, preface to L* iminte du Tasse* Tragi-conedie •
Though Rayssiguier was doubtless referring mainly to tragi-oomedy, 
behind his exaggeration there is some truth for comedy too. The 
truth is that there are often a number of "aocidens et adventures 
extraordinaires” j the exaggeration, in that an audience if it is 
attentive is never forced to lose the thread of the plot. Characters
on stage may be deceived, but we, the audience, are always aware of
the deception. Thus, in Le3 esbahis. IV, ii, Gerard believes that 
LfAdvocat is Josse, but it has been made quite clear to us that in 
fact L*Advooat is disguised. In the same play, the woman discussed 
by Claude and Le Gentilhomme (act III) is in faot Agnes, Josse*s 
wife* as soon as it becomes necessary for us to know this, we are 
told it.
Disguises and plot-structure
One might have supposed, from the reputation that 
Renaissance comedies have as plays of complex intrigae, that disguise 
and deceit played a fundamental part in these plays. 3ut in fact, 
only one of them uses disguise and deceit as the main structural 
principle of the plot* and it is indeed called Les des^iaea. In this
play Olivier, the hero, disguises himself as a valet$ but then,
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• •• pastoralle acoommod6e au Theatre Francois. Paris, 1632* quoted 
f*om H.C. Lancaster, "De Rayssiguier", Revue d!histoire litteraire de 
la France. XXIX (1922), p. 263.
needing to introduce himself in person* is obliged to use his valet 
disguised as himself} when his valet promises to produce his father, 
and this is not possible, a further impersonation becomes necessary.
At one point in the play, v/e are confronted with a true Olivier and
Pierre Galand, and a false pair of the same* The plot is built up
• * •
upon the multiplication of disguises and upon their removal in 
reverse order.*
In all the others, disguise and deceit are only a 
means of complicating the plot. The climax of the play is sometimes 
the discovery of the disguise or deceit *} but this is not to say 
that the theme is the fundamental basis of the plot. In tea espaliers 
four and a half acts pass before the disguise is adopted to enable 
the hero to attain his ends, and then it is put on a*id discovered in 
the course of a single act. In 'les Neapolitaines. the only deceit 
is Camille’s method of getting Comelie out of the way, a very minor 
part of the plot. In L1 Lugfene. only Guillaume is deceived} but the 
action does not turn upon Guillaume, but upon Florimond, who is 
perfectly iware of the situation. In Les esbahis and Los oontens the 
climax results from the disguise, but nevertheless is only on9 element
 ^The sequence of disguises is taken from the play’s model, 
Ariosto’s I Suppositi. Nevertheless, some important ways in which it 
is used and developed are Godard’s* Aiaudol6*s bragging in his master* 
clothes, and his confrontation with Frouventaft^*
in the plot among others. La reoonnue. admittedly, uses the theme 
rather mores Monsieur's attempt to deceive his wife runs through 
all the play, while one pretence gets out of hands the captain is 
announced to be dead, L'Amoureux plans to pretend he is alive, and 
in fact he turns out to have been alive all the time. —  Although 
the theme occurs in all these plays to some extent, it is never 
fundamental to the plot in the play in which it is in, say, Du Lyer's 
Les Vendanges de >ure3nea or diere's Tartuffe. Nor do we yet have 
a pretence leading to a reality (as in Iiotrou*s ^aint-uenest. where 
the aotor playing a Christian becomes a Christian). Perhaps its most 
significant use is in the irony of Les contens. where real and 
pretended piety are continually played off against each other.
Nevertheless, the theme has its importance in the 
relationship which it makes possible with the audience. As we have 
seen, the audience is not deceived in these plays, but always knows 
perfectly 'well who i3 disguised as whom, and precisely what deceits 
ore being attempted. The intefi >st lies in watching the characters' 
reactions, and how tho deoeitts aro made and exposed.
Linked with this, and with the 3ame kind of function, 
is the discrepancy between what i3 and what is not. The braggart 
soldiers claim to be brave but aro regularly shown to be, in fact, the 
opposite. Jo3se in Les esbahis claims to be strong and capable of 
making love* in fact he has a cold and has to wear a fur coat. The
audienoe knows the facts very well in each case, not only from 
the plays themselves, but from the tradition whioh told them that 
a braggart soldier or an old man in love were not to be taken 
seriouuly.
Act- and scene-division
In 20th century plays, it is normal for an author to 
specify the divisions and subdivisions which he requires and whioh 
a producer will generally respect. He may use the division as a 
means of variety and contrast; after a scene of gaiety and move­
ment the lights may be dimmed, or the scenery changed, for a more 
subdued scene. In the plays we are considering, the divisions are 
much less clear, bince tho stage set was bound to remain the same, 
or almost the same, throughout the performance, changes of scene 
could not be used in this way for contrast. Speech and the entry 
and exit of characters were the main means available; and the 
formal soene-division in these plays ia in fact based entirely on 
the entrance and exit of characters. A character may leave the 
stage entirely; or he may simply draw osi .3 to another part of it, 
whence he may return a scene or two later (thus, perhaps, Lea 
de3gutsez, IV, iii-v). Often it is not clear which is intended, nor 
does it need to be made clear, the question being left in the hands 
of the actors. The result is that the indicated soene-division is
I4<
less formalised than in 20th century (or even 17th century) plays, 
and that there are considerable inconsistencies from play to play, 
and even within a single play,^
The theoretical basis is simple, Charles Lstienne 
is typioals
Quand deux personnaiges ou troia avoient devise 
et tenu propos ensemble, at que l’ung se retiroit, 
ou qufil en venoit ung aultre en nouveau propos, 
ilz appelloient cela une scene, o'est a dire 
commutation ou variation de propos,2
Donatus also linked aots and scenes with entrances and exits, but 
took the principle to absurdity: "No character who has left the
stage five times oon exit any more" —  which Scaliger saw was, to 
start with, literally untrue,^
La tresoriere. Lea esbahis and Les oontens are, in 
fact, the only ploys whioh are consistent within themselves. La
The scene-division is not necessrrily entirely the work 
of the author} and it may b<3 that the printer, or a copyist, or other 
intermediary, had a hand in any inconsistencies.
2** Spistre du traducteur au lecteur, Lndrie, 1542 (H.Y/. Lawton,
Handbook 777, p • 38) *
3 Donatus quoted from Herrick, Comic theory ..., p. 109. 
Soaliger; "Personam eandem negat Donatus plus quinquies exire in 
presoenium, falso. Vel statira ipsa in Andria Davus ostendit haud ita 
esse, turn alibi saape" (I, ix; ad. cit., p. 3 5 )*
tresoriere and i.eo esbahia adopt one simple principle: the entry
of a new character entails the declaration of a new scene. Thus, 
k* Lea asbohis. V, i, lauthaleone has a soliloquy overheard by 
Julien; dialogue between the two follows. Then new char ujters 
enter and V, ii is declared; but lanthaleone and Julien remain 
on-stage and a page or two later, within the came 3cene, return 
into the conversation. Les contens adds to this the principle 
that when a character is left alone on-stage for a soliloquy, a 
new scene is deolared (I, vi,aeto.).
hone of the other plays is so consistent. The two 
basic principles remain the same: that she entry of a new char *cter
or hic isolation on-stage for a soliloquy entails the declaration 
of a new scene. But in every case there are exceptions. In La 
reconnue. IV, ii, lladame enters in the middle of a scene, and a new 
scene is not deolared, whereaa when she entered after III, i the 
normal procedure was followed. In Lea esprits. V, i, Huff in knocks 
at the door, Severin appears :nd a new scone is declared (V, ii) as 
one would expect; but in III, i, ?rontin had knocked at the door, 
TJrbain had appeared in exactly the same way, and a new scone was not 
declared. After Les de3,niiseg. Ill, vii, Olivier has a soliloquy 
entailing & new scene; but in II, iii, Gregoire’s soliloquy does not 
entail one. Similar examples are found in all the other plays, 
including ilelite.
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It might bo thought that these inconsistencies are 
in fact intended, that they represent something to do with stage 
production. This does not appear to be so; in the examples I 
have cited (and others could be given) the inconsistencies occur 
in passages as nearly parallel as oould be. We mu3t oonolude that 
although the basic principles remain constant, the details of the 
scene division cannot have been regarded as greatly significant. 
And in fact, of course, they aro not of the greatest significance. 
If the entry of a character (possibly a very minor one) should 
justify a new scene, why should not his exit? Important divisions 
in the plays must be based on more fundamental criteria (e.g., a 
turning point in the lot, or an obviously important entry) ??hich 
the producer and cetera then as now must decide upon.
In one isolated case things are different; Perrin’s 
Les espaliers. The division here is based upon other principles, 
and neither the antry nor the exit of a character entails a new 
3oene. Thus, in the middle of IV, i, Jorbcn enters and no new 
scene is declared. And a typical plan for a scene in this clay 
precisely involves an entry in the middle; soliloquy by A, entry 
of B, soliloquy by B, dialogue between A end B (thus I, v; II, i; 
II, ii; II, iv; III, ii; III, v; Iv, iij IV, vi; IV, viii;
V, iii). The principle that Is adopted appears to be that of a 
break of a tableau in performance, as is perfectly possible with
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decor siniultaue. The acta are muoh more split up than usual | 
whereas, for example, in Las esprits act I, like the other actsf 
continues without a break, hers act I consists of four separate 
tableaux: scenes i and ii shows ! aclou and Pinet, ccene iii
Grassette and Bab ill e, soene iv Bobrin, and scene v Priquet and 
arin. The principles of construction and consequently of 3cene- 
division are ruite different*
Aot-division is less important than it is in later 
plays. The structure of the plot does correspond to 3ome extent 
with tho act-division, but the correspondence is not at all strict.^
As far a3 either narrative or stage production is concerned, the 
division between two acts often has little more significance than 
a division between scenes. In Les Neapolitaines, II, i simply 
carries on the action of the last 3cene of Act I (iv), the same two 
characters being on stage without any apparent break in time. In 
Les des cuisez. moving to the other extreme, a day or more seems to 
elapse at some point within act III. If the division were normally
more important, one might say that in both these oases (and in others)
 ^Par le3s strict, either in classical or denaiscande practice, 
than Josse Bade’s analysis of Terence would suggest: "In primo horum
actuuu ut plurimum explicatur argumentum. In secundo fabula a&i inoipit 
et ad finem tender© oupit. In tertio inaeritur perturbatio et 
impedimentum et desperatio rei concupitae. In quarto remedium alicuius 
interventus affertur. In quinto autem omnia ad optatum finem ut iam 
B.aepe dixi perducuntur" (Prgcnot ament a. Lyons, 1502, xixs Handbook*,.,p.3Q)
the dranatistB concerned v/ere deliberately departing from a 
convention in order to obtain a particular effect} but this 
does not appear to be the case* bometimes it would be difficult, 
without the written indications, to arrive at the same division 
into five acts as the author has established* That division may 
well be a concession to the contemporary theory of comedy, not 
an obstacle but at tho sane time not a thoroughly integral part 
of the structure of the play. It i3 clear that we should not 
give too great significance to it* The principles of construction 
ore net dependent on formal scena-division, nor are th$r ■'realistic'*. 
Chamard criticised the 3oeno-division in L* bu,;ene and La reoonnue*
. Les scenes se suivent et ne se lient pas*^
Les scenes e*y suocedent a peu pres au hasard, 
sans preparation, >jans enohafnement• 2
But these plays gain their effect in other ways, and the criticism, 
though possibly valid for the 20th century armchair reader, is 
anachronistic.
Time-sequ8nce
\Q<)
1 Listolre de la Pleiade. II, p. 18.
2
Ibid., Ill, 291.
\Q(?
One other convention of plot-structure remains to be 
discussed: the time-sequance. In every play except Les desguisez.
Les r .:noneurs and dSlite, the unity of time is observed, the action 
taking place within at most one day. Sometimes the time of day 
is explicitly and carefully stated as the play goes onj cometimea 
it is very vague. Five plays begin in the morning and end just 
before "souper" (about 6 p.m., according to Les oontens. V, vi);1 
four 3tate no precise time* Lee desguisez occupies two not 
necessarily consecutive days j Les ramoneurs begins in the afternoon 
of one day and finishes two hours before supper the next§ while 
.elite, surprisingly, is the most looskly constructed of all.
L1 <u .ena is one of tho five. At some time before III, i, 
Xessire Jean was "banqueting* with Guillaume and Alixj we presume 
this was the midday meal. In V, iv, florimond says ”desja la nuict 
s'approche", imd in V, v, the greeting "Bon soir" is used and supper
The terms used for the two main meals of the day are 
"diener" and "souper", whioh I 3hall translate, for purposes of olarity, 
as **lunch" and "supper" respectively. The examples given by 3. Huguet, 
Dlctionnaire de la lancue francaiscUuaeizieme sioole. vol. 3, Paris, 
194'q1 pp. 208-91 show that **disner", when it did not mean "breakfast” 
(and it appears not to be used in this sense in the plays, where 
"dejeuner" is used, as in La reoonnue. I, i), meant a meal at midday 
or shortly after. 0. Bloch and A. von Wart burg, in their Dlctionnaire 
otymolorcigue de la langue fran«uise. Faris, 19 5C, P* 1761 state that 
"le premier des deux repas quotidians ... avalt lieu vers 10 heures au 
XVI siecle", but this is not confirmed by any text that I know.
"Souper** is regularly the evening meal, served about 6 p.m.
~io\
is  be ing prepared. Other in d io  ..tions o f the passing o f  tim e , 
however, are few.
La reoonnue also  occupies one day; i t  begins stra i,^b t 
a f te r  the n ig h t (I, i) and end3 ju s t  before supper on the same day 
(V, v). As in Lf iugea®. other in d ic a tio n s  are few.
Les esprits begins in  the  .om ing . In  I ,  ii, H ila ir e  
gives orde® fo r  the p rep a ra tio n  o f lunch. In  I ,  v, 'ro n tin  goes off 
to  prepare lunch fo r  Fortune, and one might assume th a t by h is  next 
appearance ( I I ,  i), ha had lu n c h e d . But as la t e  a3 I I I ,  vi, F ro n tin  
sa y s to  Lever in  "Venae disner"} th is  may be sim ply inadvertence, or 
more l ik e ly  may serve a dram atic purpose in  emphasising the fa c t  
th a t Leverin  is so h a ra sse d  th a t he has not ea ten . In  V, vii,
Front in  goes o f f  to  prepare supper.
Les conten3 contains more prec is io ns  about tim e th a t  
any o f the above, but each one serves a dram t i c  purpose, i'hfrc, in  
I ,  i ,  i t  is  so e a r ly  th a t the sun is  not even up, and the conversation  
bears very la rg e ly  on why Loui a nd denevieve are  up a t th is  unuaually 
e a r ly  hour. In  I I ,  v, i t  s tr ik e s  10 a.m. Lunch is  eaten. An 
assig nation  made for 1 p.m . is  c a rr ie d  out in  H I ,  i i i .  I n  IV, i v ,  
the g ree tin g  M3on vespre^ is  U3ed. In  IV ,  v i ,  Louise says i t  is  an 
hour and a half since she locked Lustache" in to  her " s a lle "  (HI, vii). 
In  V , i, \n tho ine says i t  is  an hour since he went on h is  errand (IV, i). 
In  the la s t  scene o f  the p la y  (V , v i )  3 a s ile  says "Bon so ir"  rather
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than "Bon vespre”} Louise soys it is nearly 6 p.m. and invites 
the company to supper.
Les Heapolit lines is also precise. It occupies from 
"early” in the morning (I, ii) until just before supper. In II, iii, 
Dieghos says "Je croy qu*il s’&pproohe de nidi”. It is the hour for 
lunch} -oigustin and Angelique have this meal between III, ii and 
III, v, and Dieghos and Caster between III, iii and III, vi. as early 
as III, xiii, Camilla is able to plan to send Comelie to do the 
shopping for au-per, and in V, iii, the host of the .sou de Prance 
gives orders for Aarc-Aurel1s supper. In V, x, Louppes says lie has 
been looking for Dieghos for eight hours —  presumably since the 
morning. At the end of the play, supper is about to be served} the 
Plaudite takes the form* "Demenez le3 mains, et moy les dertte.”
The four plays that are not precise are ..a tresorlere,
Leo e3bohi8« Loo corrivanx and Les eacoliers. The total references 
to time in these plays are as follows: In La tresori&re, as early
as II, iii, we hear ”7ous 39avez qu’il est desja tard”, and the 
epilogue refers to a banquet which is about to be prepared. —  In 
Les oabahis. by II, iv the mass is over. In I, iii, Panthaleone is 
said to come in the evening} but this can hardly be true of both his 
serenading appearances. There are, I think, no other indications} 
but the play could well take place in a 3ingle day. —  Les oorrivauxt 
too, could occupy one day only. 3y I, ii, some of the lay has
certainly passed ("je nfsy fait cue trocasser par toute la ville 
pour voir si je trouverois Glaudo ..."). In IV, iii, Felix says 
"nous n’avons point souppe”, suggesting that 3upper-time is not 
fax away# The traditional invitation to supper that ono night 
have expected at the end does not occur. —  Lea esoolicrs is not 
merely inyprecise, but clumsy. dready in II, i, Finet says 'Le 
jour commence a se bai3ser"; but still in V, iii, it is not yet 
3unset. Between IV, iv and vi Jobrin has entered darinfs house, 
seduced Grassette and had a long conversation with her which is 
reported in scene vi; the shortness of the time i9 excessive 
even for tho convention.
Les deagulsez. tho l?-st of the l6th century comedies, 
is the only one of them that does not observe the unity of tine*
In III, ii, Olivier offers his services to Grdgoire as valet, and 
in III, v he is well established in the household, having sho/n 
that he can play the spinet, re id and write, and please Grdgoire.
The artificiality of this siieed light perhaps be overlooked; but 
in fact even within the play^ own terms two separate days must be 
concerned. In I, iii, lunch is served and Olivier and aaudole go 
off to eat. In II, v, ;.:au&ole has fresh news for Olivier, ao that 
we must assume that time has passed; then Olivier offers his 
seivioes, is accepted end establishes himself; • and then in III, v, 
Louise says "despesohons nous, de grace, / D'aller aprester a disner".
I
This would be impossible if one day only were meant, but on the 
other hand there is no clear gap, 30 that whatever intention one 
assumes, the execution is clumsy. In V, v, a banquet, presumably 
supper, is about to be served, so that the first day occupies from 
before lunch to after it, and the second, not necessarily oon- 
secutive, from before lunch to juat before supper.
All the 16th century plays, then, except only tho last 
one, Les des^ulsez* take place within one day* four plays do not 
give details of the passing of time. All the others occupy from 
morning until just before supper: that is, a time longer than
the pley would take in actual production. Therefore, an artificial 
dramatic convention is regularly being observed here, that the 
supposed time is longer than the acting time. This is normal and 
acceptable enough} but sometimes the artificiality i3 pressed to 
such a point tha* the convention demands more than passive acceptance. 
Thus, in Les Neasolitaines. Ill, xiii, Camille tells us what cigelique, 
Augustin and ho have done since scene xi; and in III, xii, Caster 
tells us what Dieghos has done since scene vii} in each case the time 
needed would be obviously much more than the acting time. At two 
points in this same play, no timo at all is allowed for an action: 
in II, viii, Augustin sends Loys on an errand and already in the next 
scene (III, i) is impatiently awaiting his return, while in III, xiii,
Z ...illo plans the seduction of Virginie and already in the ne>ct scene
(IV, i) ho has carried it out. I rhaps intervals or at least gape 
in the performance are to be assumed (of. also I/iSg-Ane. HI, i - ii*
III, iii - IV, i; IV, v - V, ij La raconnue. V, i - iij . es uorrivaux« 
Ill, ii - iv| III, vi - IV, i; Les esprlts. II, v - HI, i).
Lea conten3. as we saw, minimised the artificiality of 
the deoor siniultane convention by the assumption that the compartments . 
were near each other in terms of the play itself. It also minimises 
the artificiality of the time convention, in two ways, first, whereas 
Le&j Keapolitainee usually allows only a aoene or two for a reported 
action to take pluco (see above), Le j contena usually allows plenty of
time (e.g., Itodomont is led off to prison in III, ii, uaad returns free
* «
fn IV, ii). And second, although the play is precise when need bo 
(for example, in the hurry of tho early morning in I, i, when the 
ohuroh bell is heard sounding the parts of the mass., when there is 
no dramatic need, it is vague. Lost of acts III and IV take * lace 
simply in the "apres-disnde", and we feel no lack of any indication of 
time, whereas in Les asbahis 3uch a look was jarring (why does 
Panthaleone give two serenades in one day? etc.).
In La reoonirue. a particular kind of atmosphere is 
created by the passing of time. voryone is in a hurry. It is time 
for Janne to get supper, or for iotiron to report to his master, or
r. onsieur cannot wait until night falls. The play is unique in this, 
md gains by it in two ways. First, the play is obviously more lively
ii
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if speeded alongj second, this 3©nse of hurry fits in well with 
the atinosphere that Bolleau is creating. In fact, he has dr <m 
for us a set of complaining -Jid selfish peoples Janne sich of 
her job, ididame tormenting Janne andbhar husband, tha inquisitive 
Voisine, the adulterous Aonciaur, Aaistra Jean and the Ceatilhcmme 
de toiotou oomplaininj of the law courts. Their inability to be 
content with the moment is part of their character, .ind part of 
the character of the play.
Loo raaonaurs and L6llte« perhaps surprisingly, are the 
only /'renoh Renaissance comedies whose action frankly occupies more 
than on® day. In Les raaoneurs, I, vii, the Captain says "Allens 
nou3 couoher", and in I, viii there 13 a serenade in the "douce et 
favorable nuit”, after whioh the 0 ptain says ”11 sera domain jour”.
A whole night, then, must be supposed between suits I and II, On the 
other hand, the action ends, exceptionally, two hours before dinners 
in V, viii the Captain aaks for ”une couple d'heurea de loisir au 
preparatif du souper"j so that the action does not take more than 24 
hours, —  dellte is the loosest of the plays, since on Corneille's 
own admission in his Ixamen a week or fortnight must be assumed between 
acts I and II and again between acta II and III (e.g., 1. 542 ' Ce 
que depuis huit jours je bruslois de s^avoir”).
As with the d^oor, the details of the time-cequenca can 
only be discovered by combing through the plays. We generally find
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them there only when they axe es entiol to the plot (indeed, 
sometimes they are omitted where they seem neoesearyN end where 
they serve some dramatic purpose (especially L* higbne and Les 
Neapolitoines)*. They do not seem to b3 there as part of a purely 
literal and non-scenio convention*
3* Jharaoter*.
Jixt enth century theories of character in drama 
are dominated by the principles of deoorura found in Aristotle, 
Cicero and Horace. Aristotle xvAaes six oircumstinces that 
differentiate individual mens emotions, habits, age, fortunes,
3ex and nationality, and says that the writer should;
endeavour always after tho necessary or the 
probable} so that whenever such-and-such a 
personals says or does such-and-such a thing,
it shall be the probable or necessary outcome 
of his charaotsr.l
Cicero, writing in the Orator, says*
Moreover the orator nr at have an eye to propriety 
net only in thought but in language. For the oafltt 
style and the same thoughts must not be used in 
portraying every condition in life, or every rank, 
position or age, and in fact a similar distinction 
must be made in respect of plaoe, time and audience*
Rioted from o.;V. dobbins, Dramatio Char 'Qterlzation in 
.r In ted Comments^** Terence. 1473-1&Q (Illinois studies in language
and literature, XXXV,, TJrbona, 19519 P* 39*
The universal rule, in oratory aa in life, is 
to consider propriety. This depends on the 
subject under discussion, and on the character 
of both the speaker and the audience.1
a statement about rhetoric applicable to literature and therefore 
to comedy too. In life, Castijliono's Jourtier applied the concept 
to social intercouree. Quintilian18 dlsousiion of the term 7/ith
' r ■ \ *v* *
reference to oratory oven compared comedy;
In the case of the doolaimers Indeed it is of 
the first importance that they should consider 
what best suits each character* for they rarely \ 
play the role of advocates in their declamations.
As a riile they impersonate sons, parents, rich 
men, old men, gentle or harsh of temper, misers, 
superstitious persons, cowards, and mockers, so 
that hardly even comic actors have to assume 
more numerous roles in their performances on the 
stage than these in their declamations.^
The list sounds like any of the lists in French Jienaissmce 
theorists, clearly derived from Torentian praotioe, which wo a -amined 
in the chapter on comic theory above.
Juoh ideas, of oourse, toll us hove dramatists ought to 
handle characters once they have created themj but not what 3on± of
1 Quoted from M*T. Herrick, Comic theory in the sixteenth 
century. TJrfoana, 1964* P# 136.
characters they ou/£it to create. In fact, in French R e n a issa n ce  
comedy the oh;iructers are those of Rrench bourgeois society, 
system vfcisad into a number of types at first based on native forces 
and cn Terence, and later set into a 'hole ooiaic tradition.^ Thoy 
are of course figures of thoir own times the relationship of the 
volet to his master is the 16th century relationship, not th e Roman 
one, raad. the relationship o f the younger and older g e n e ra tio n s  to each 
other is entirely that of Renaissance society. Since c:medy in  
Fr. ice was bom in a University milieu, University char otors are 
often found in the play3i the young lover, especially, I s  o fte n  a 
student (La rooonnue. Les :?eanolit;olnas« Les rxr.onours. etc.).
>or» times he is specifically a law student like L1 Aaoureux in La 
reconnue —  and indeed, at a later date, like Corneille’s horo Lorante 
in Lo menteur.
It was concluded that these characters ./ere fictional* 
said therefore might have whatever names the dramatist choose to jive 
them, and might behave as the dramatist wished. Hov/evar, the very 
fact that people established lists of characters found in Terentian 
comedy, considered as standard for come ay in general, meant that comic 
characters v/ere looked upon not in the first place as individuals,
1*1
Cf. H»W. Lawton, !’La survivanoe dos personnages t6rontiensu, 
bulletin de 11 association Crulllaume Bude, 1964» 85-94*
but as a series of figures representative of defined hunaa types.
The question of how far j. character in a comedy should represent a 
human typo and how far he might be lndepdadint aocorlin; to tho 
demands oi* the comedy, was much discussed; that is, how far he 
should observe social decorum and how far dramatic decorum. Thus, 
tho impertinence of the slave D ivus in tndrla. III, ii, 492, was 
condemned as indecorous by /illichius,^ because a slave should never 
aook his master• Dramatically, however, it is clear that D&vue* 
impertinence is effective. Donatus applies the different kinds of 
dooorum: thus, on A&diis, V, ii, he remarks that Simof3 anger is
reflected in his speech in th t he snys nothin;; but calls repeatedly
\ ' 2 for his slave — • an example of decorum of amotions. It is a question
that comes to the fore in any discussion of characterisation not only
on Terence but in any of the kinds of 16th century comedy that
ultimately derive from him.
And if we turn to actual comic practice in Trance in 
the Renaissance, we find a breadth of possibilities p railel to the 
theoretical ones. In theory, avalbtfc should respect his master; in 
fact, in Godard*s Les dosuicez. audole almost fights his roster for
1 .Herrick, Comic theory, p. 140.
Robbins, aromatic Jhar .c^orlzation. p. 43.2
a suit of clothes. In theory, a soldier bra&sj in fact, in
I1. iu. ;ene» Floriaond does not behave particularly as a scldier at 
all. Our 20th century ideas about Mdea per connate a fixes, 
stereotypes", should perha ps be modified. The set types resemble 
the masks which in any case Renaissance actors in many cases worst 
n- it is clear, for instance fro$i rofesnor IT 10011*3 work, tlie.t 
the masks of the counedia dell * arte players were no hindrance to 
variety —  indeed, in the hands of these particular highly 
a, orienced and technically accomplished actors, they /fere rather 
an aid. similarly, in . snaibsrtncQ comedy, when the audience saw 
an old man, a young lover, a soldier, they expected certain things. 
I3ut these things ware only a basis, a foundation upon which first 
the author and then the actor was freo to make hia o m  variations I 
the relationship between stage and auditorium was rather helped than 
hindered by the convention*
?he vpieation of decorum of character comes to the fore . 
in the mixed genres. Plautus’ Amphltruo, the first "tragi-comedy", 
was so called for reasons of decorum* Gods belong properly to 
tragedy, where they have certain norms of behaviour. If, as hero,
they are found in comedy, behaving and speaking like the normal
middle-class figures of comedy, .then a reason of decorum is called 
into existence for oalling the play a tragi-comedy.
So, too, in Gamier* s Iradan^nte. locording to the
IfL
principles of decorum, a paladin of Charlemagne’s court and his 
wife ought to behave and speak with proper dignity. Instead, ymon 
and Beatrix are in a tragi-comedy with a plot whioh io structurally 
very like that of a Remiss mos oomedy, and they behave like normal 
middle-class people in such a comedy. There results the curious 
spectacle of Charlemagne ’ s court coming forcibly dovrn to earth 
without the justification of tho cucianic mockery of the gods whioh 
was Plautus* •
The definition of Mstock" characters, then, is a 
delicate cane* Charaotors like the braggart or the young lover 
are recognisable from play to play; their 3oclal groupings are 
generally the sanej yet in a. number of ways it would be wrong to 
regard them only as a series of types. Plautus, in the prologue to 
the Oaptivi (1 1. 57 ff.) boasts that his play is unusual in not 
containing characters ouch as the perjured slave dealer, the evil
- n r ii-t  r —  t t m r - -
 ^The stock characters are < iscussed in E. Rigal’s "Les 
personnages convent ionnels d rt3 le com&dies du XVI a stecle", chapter 1 
in his Ce Jodelle a Moli&re. Paris, 1911 (also in Revue d’hlstpire 
lUtSralre da la cxanoe. IV (1397), 167-79* On the brass-art, cf.
especially 0. Feet, Per lies clorioous in der francosisohe . Comodie
von Bet ,lnn dor Renaissance b lalu* Moliere, Jriangen. 1997 (?aiiohener
: e i t r ‘‘ go s u r cmnnischo.-L en. •. Li -chon . h ilo lo g io ,  X ) j  . . '.oughner,
The Brar.mrt in Renaissance Comedy. Minneapolis, 13541 and . L. Lida
do Malkiol, 1121 fanfarron en el teatro del Remus ImentoM, Romance 
i hiloloay. XI (1957-8)f 263-91* There is liter tture on the other types 
of Renaissance comedyj cf. for e:cample C. Ciotschy, l ie “Came 
in der fronzbaigchan Ori.:inalkorubciie des XVi und &VII Jahrhunderts.
Halle, 191b (Beihefte zur itschrift nxr Romanisohe Vhiiologie, &4) •
courtesan, or the braggart warrior, which ore co imon in his other 
plr-ys. 1 The Renaissance authors, however, do not avoid types; 
how, precisely, do thoy use then?
Nearly always, the stook char;icters are used as a basis 
for variation. The old man in love, the timid heroine, and so on, 
are all certainly found strain and again, but it is rare to find any 
on. of them unolaboratad, that i3 vdthout the addition of somo 
feature or other which nukes the character in question nore than a 
mere example of the type* 19th century dolioro critics thought it 
important —  as did -oliere’s contemporaries —  that characters 
should be universal, typical of the human race as a whole* Jut this 
cannot be done literally* Drama demands, something more than a 
character so general, or than a simple type; and in these plays 
nearly always the stock characters are used as a basis for variation; 
recognition by the audience is assumed, so that upon a familiar 
’’type’* may be built up an individual character for use within the 
play in question. Thuc, Jc3ee in Lea oebahia is an "old man in love" 
but in act V he is given certain ,Tbraggart" char act erisatics whioh 
m ie him something more than the stock char cter.
On the other hand, the characters are never very profound.
* Cited by C.J. Duckworth, iho nature of iornjn comedy* 
Princeton, 1952, p* 236.
Sever!n in Lea osorita is perhaps tho nearest approach in these 
plays to the minute exploration of a foible v/hioh we find in 
holiere* a raiser to whom IColiere in fact owed some features of 
hi3 h’ a /axo . Usually, tho char -otere are developed enough to 
hold the audience1* attention, but not deeply enough ever to make 
character more important and si jiifleant than plot."^  Seldom, too, 
does a character develop in tho course of a play: the abb& ftugm*
in Jodelle fs play i s  the only example I have found, who at the 
beginning of the ploy, according to Messlre Jean, does not think 
enough of tho future to guard against misfortune (I, ii); in the 
middle 3hows himself quite unable to think of a solution (II, ivf 
III, ii; IV, ii; IV, iv); and at the end shows himself practical 
both in thinking of a solution (7, i) and in carrying it out (V, ii). 
Development was not expected of characters in comedy, kuintilian
If the evaluation of a plcy is in question, other fuotors 
oust be considered than the mere relative importance in it of 'ooa^die 
d*intrigue" and "con&Iio do oaractore". The two must be integrated. 
Chades gave excessive import .nee to that relation when he wrote: "La 
Ocm&dle d* intrigue, qui se plaft a exciter la curiosity et u satisfaire 
I1 imagination, recherohe les avontures, les surprises du hasard; elle 
peint 1*imbroglio des 6v§nomants, l’imprevu de la vie axt6rieure, tout 
ce qui ne depend pas de l’homme, tout oe qui, par 1*illusion ou
lfequivoque, trouble 1*intelligence ... La con6die da caractcre offre 
un autre apeotacle aux hoinmes, qu'elle suppose nes libres et 
raisonnpJ^les ... don objet, qui ost lfetude, la oonnai stance et la 
peinture de 11 humanite, l'ileve ollo-oecio au degre le plus haut de la 
literature." (La oomedle .... pp. 213-4).
had said that comedy resembled othcs, or the sot definition of a 
fixed personality, as distinct from tragedy which resembled pathos, 
a mood or phase of feeling.^-
It would be wrong to s u r e s t  too many qualities f o r  th e se  
plays? and it may be a fault in them, considered as a ;roup, that 
their characters are in fact no£ profound. e admire Twelfth i rht 
for the de; th of .alvolio’s character as well as for the aupploness 
of the plot or the beauty of the 1 nguage? we admire the iunuchus 
in the same way. von in tho b e s t of these plays —  L* n ,ene. Lee 
cohtuhs; Loi raaoneurs —  though tho characterisation may be skilful 
it vory seldom sho«s ua any character in depth, a fault that Trofessor
Lawton blames on the excessively bookish quality of the imitation in
2 • - .  ^them.' The most profound is probably Leverin in Les esprits. This
miser 300s through deceits and misfortunes, his beloved treasure has
been stolen: and then (IV, iii) he is able to realise that his
miserliness has in foot been an offence to himself 1'
• *  v  .. ' ' ••Jin un me saw jour j* ay perdu leux mi lie escuz, 
j’ny est6 deanyaise d*un rt.by, trompe par 
Trontin et deohonore par JJrbain, da fapon que
1 Cf. U.C• Bradbrook, The /growth and structure of .‘.lisabothan 
comedy. London**1955j P-  43*
2 "La survivanoe des porsonnages t£rentiens", pp. 93-4*
je n’atten plus me la inert. 0 fortune, que 
tu es cruelle, quand tu deliberes fair© mail 
a quelcunt Je n*ay Jaznaio offence que 
moy-aesme.l
But however this nay be, it is certainly apparent that 
in tho hands of a skilful author, the stock characters provide not 
a mere Punch and Judy show with unvarying chr voters, but an 
entertainment in which variation upon the familiar fi.^ ujoes serves 
to ring the changes upon the many relationships possible* The 
variation of each character is done with the ensemble of all the 
re at in mind.
A good example is Josse in Orevin’s Lee eabahls. e 
saw that he is the "old man in love” who in act V is given some 
'’braggart” characteristics. But there is already a braggart in
the play, Fanthaleonej and he for his part, compared with the
2braggarts in later plsys, ia greatly toned down. Luch of the lost
1 Laden theatre fr n >.io. V, p. 266.
2 LPantalone in tho Italian plays is of course not usually
a braggartj he is properly a ur mifioo. <m  elderly citizen (of.
All .r dye a Kicoll, The orld of Harlequin, eep. pp. 44-55)* ^on he 
becomes a serenading lover, as he is in Les esbahis. this is only as 
a variation on his normal character, not as a replacement for it.
It appears that Gr6vin did not know, or deliberately ignored, the 
characteristics of Pantalone in Italy. Cf. R.C.l). Person, 'The 
influence of the coimedia dell*arte on the French theatre before 
16402, french >tullea. 11 (l . 295.
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act is built upon those two characters and the inter-relationship 
of their two different kinds of bra&gado. "Braggarts*’ aro also 
used in this way in Les dasguises* where the regular stock character, 
Frouventard, is fairly standard, but whore he is put side by side 
with a valet given certain "braggart" characteristics ( -audole .
In Lea kea;jclitalnes* a stoek "timid heroine” (Virgin!©) io used 
aide by 3ide with a supposed widow and her mother, Ang6lique, who is 
not a stock char actor. In Los con Lons, the ontrometteuse ?ran9oise 
is developed by supposed piety, olryed off against tho real piety of 
onoviove’s mother, Louise.
In 3hort, to use a:Qtoak character as 3uch, without 
development, la to treat him only as an individual, with very limited 
reference to those around him, and is therefore suitable only for 
comparatively undeveloped drama. These plays, on the other hand, 
are built up on the relationship between all the characters; and 
for this, it is necessary that a took character, if uoed at all, 
should be modified to suit the dramatic situations envisaged, n^d 
in fact, we find that a stock character pure and simple ia a rarity 
in these plays.A Giordano 3runo has a conanent w ich is to the point
X L * du. eno i8 the oarlieat of the ooaedies and so a speoial 
case. Guillaume is typical of the ooou of the force; xigbne is a 
mch developed example of the pleasure-seeking churchman of the farce; 
but neithhr of the two soldiers is typical of the braggart in any 
source available to Jodelle. Lost of tho play’s characters seem ...
on hie ov/n us© of stock characters in II Candelrio. and which is 
entirely true for the Prenoh comedies: ,
ion tro materi© principali intessute in sieme 
nela presents coraedia L* nor di 3onifat_oloJ 
I'alohioia di Ejxtholomoo et la pedantaria di 
Mamphurio. Per6 per la cognition distinta de 
su,2getti, rsggion delliordine, et evidenza 
dellfartifioio3 •, testura* Kapportipjao prima 
da per lui 1* insipido ammte, second© il 
sordido avaro. Torzo 11 joffo pedante, Dequali 
1’insipido non <§ aenza goffaria, et sordidezza.
II sordidc 6 ar-imjute insipido et t;offo, Et 
il goffo non e nen aordido et insipido ohe 
goffo.l
done of the comedies spotli ghts one 6ingl© character 
at the expense of the others. It is seldom even possible to say 
that one character is more import cult than the others: indeed,
the very titles of nearly all the comedies are in the plural:
L«.o.e3.p.glt.a.. i.oo r ~loneurs. The plot-structure is 
always oonstructod on a group, m  v.'ith the commedia dell*-i.te, 
raid as with Terence j whereas cl lore ,  for instance, following 
Corneille, often focussed h is  plots on a single character: L1avare.
Le medecin mal.gre lui. Le malade Lnrudnalre.
... to iiave an impression of newness9 and as a group, they can 
certainly not be set within any a ingle comic tradition.
1
Giordano Bruno, Candalaio oomedia del iruno ICoIano. 
Pario, r>>2, f. a iii v.
As examples, I shall discuss four types: the old man 
in love, the servant, the braggart soldier, and the young heroine. 
The old man in love is one of the simplest. He appears in Josse 
in Les osbahis and Monsieur in La reconnue. Josse believes his 
wife is dead, and he wishes to marry Hadalene; he has a cough 
and a cold, but otherwise believes himself vigorous. This mi Jit 
be the and of his character* but Grevin has widened the canvas by 
the comic contrast with nother (similarly unconventional) braggart 
type. Monsieur has the more complex aim of marrying Antoinette 
off to his clerk to serve his own end3, and the interest of his 
character lies not only in his being an "old man in love”, but in 
the considerable amount of ingenuity he is forced to deploy towards 
those ends.
The servant is a nev; creation of Renaissance comedy.
He is not found as such in Terence ot Plautus, although certain 
features of tho Roman slave and parasite survive in him.'" He is 
part of the same process of l6th century modernisation of comedy 
which resulted in the substitution of European proper names for 
Graeco-Roman ones, and of Italian and French marriage customs and 
problems for Roman ones. The Roman slave was bound to obey his
*4
 ^Cf. G.E. Duckworth, The nature of Roman comedy. Princeton, 
1952* pp* 249-53 and 2b5-7 respectively.
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master, uid might fear a beating if he did not. The Renal ca noe 
servant, however, is not bound in the same way, whether he is called 
valet, aerviteur. or lasunis* He is based upon something in loth 
century society which had no precise equivalent in the Roman.
Servants in those plays are never used except in 
conjunction with their masters: as one of a pair. There is no suoh
thing as a "servant** type isolated in a play, looking for a job. 
whether in the social context of carrying out orders for his master, 
or In other dramatic torcis, the servant is never seen as anything 
other than a foil to a Luster. He may be a fool and tho mister 
self-possessed (Raudolo and Olivier in Res desguiaez)i or the 
reverse (Gaster and Don Dieghos in Les Neapolit vinesv. He may talk 
to the audience about his master (Antoine in Les esbahls* ^esoire 
Jean in I * ,ucfene). Cr he may express ideas that balance his master's 
(anti-heroi3m, or anti-I etrarohan love). Ho one detail (ouch as 
anti-heroism) is common to all these servants; their social standing 
and their balancing against their masters are the only constant 
features.
Gnoe these principles of the novelty of the role and
its function are gra3ped, the almost infinite variety of the servants
in these plays Bakes aence. uone mock their masters (Gaater in oea
heapolitaines)* some ae vo them faithfully (Antoine In Lea cent eng)* 
Gome are moral and serious-minded (Pinet in Les escoliorsj* mo.it are
cynioal. :ji& sc on. -ho servant figure i3 in foot probably tho 
role in which the technique of variation. up-*n a a took character 
is best applied.
Among all the different creations^ the two moat 
successful are probably Saster in ^ea Neapolitainos and . :audol6 
1x1 Le:i do .gjuiaez. Gaster is a development of the Gnatho of 
Terence’s -kuiuoh. In a fine soliloquy (I, iv)# he proclaims his 
policy: to attach himaelf to a master and got as much out of him
a3 possible. He is a :.i .tuu^raan with no compunctions ;ibout itj a 
lively cynic, drawn with much verve and verbal richness. —
audol6 is the best t^ hin^ x about lies de > ?alaez. and an or! ;inal
xcreation by Godard. He is a fool as well as a valet} timid, 
but swaggering when he is in his master’s clothes (”Je pcape, je 
morgue, jo brave”) —  until he is attacked. He cannot even .;oat 
his master’s clothes property (III, i), while he quit© forgets 
himself in thinking about tho coming banquet in V, v. His biiigging 
and his folly, however, make him a figure of fun him elf, so that 
he cannot be so much an intermediary between the audience and the 
principal characters as some of the other servants are. That 
function is performed in this play by Vadupie, Lrouventard’s 1 actuals.
neither he, nor, rouventard, against whom ho is set, 
appears in Ariosto’s I Aupooalti. which is the model for Loo doa^uiaea.
It is done mostly by means of oxides: of Vadu^ie’s 30 speeches
exactly half are asides,^ while in the other plays, such asides 
as there are are nearly always in the mouth of servants.
he have seen that one of the servant’s functions is to 
serve as a counter-balance, in the audience’s eyes, to his master’a 
ideas. This applies in p xtioular to two kinds of ideas; u lifted 
Petrarchan sentiments in love, and valour in combat • The servant 
regularly expresses his more down-to-earth views on love, and his 
greater care for his own skin, respectively. Thus, in Les corrivaux. 
I, ii, Filadelfe expresses his love for Fleurdelysa
mais quoy? qui est celuy qui ne connoit, les 
forces d1amour? hii ne connoit qu’il est avou&Le, 
jeune et vola^e, sans loy et sans raison? C’est 
par luy que jo n’oy non plus de repos que si 
j’avois le vif argent soubs lea pieds.
while in scene iv his valet Gillat is overheard;
Vrsyement je soroy bien un grand sot, pendant 
que mon maiatre demeine une vie/amoureuoc, si 
&e ma part je ne me jettois aussi sur 1’amour; 
non point de la sorte qu’il fait, car il est de 
ces amoureux transis, qui ne s’amuaent qu’a une, 
et sont deux ou trois ana a lsntemer, sans qu’a 
la fin ils viennent au joinot.
Boniface’s cowardliness in L o,criers. IV, v, i3 typical;
14 are asides; 14 are direct opcedh: 2 contain both.X
Car, quand j*ai ouy ce beau mesnage, .
Ainsi qu'un homme de oour.age 
J'ai jaigne lc grenier au foin.
Lika th© servants, the braggart soldiers differ 
considerably from each other, perhaps beaause of the widely 
differing sources used. Florimond and Arnault in L^-u^ne 
are the first examples in date, owing more to Plautus than 
to Italian models* 3ut they are more than ailites ftloriosi. 
Arnault, the irascible Gascon, is the more developed of the 
two, but even he oui hardly be compared to Plautus'
I yr go polynioee.
Mais j'en ronie tous las cieux 
SI je ne fais tomber en bas 4 
Tant de jombea et tant de bras 
Aie laris en sera pavd. (Ill, i)
All this is merely a part of a fuller character ( he is a 
Gascon, a jood soldier, a faithful follower of "‘lorii.iond, and 
a scholar as well) j we luugh, but only tempor arily. In general, 
Jodelle uses these characters to .raise, not to mock, the 
profession of arms, while there is no question of tho boast }eing 
exposed as an empty boaet, as in Plautus or in later Prenoh 
comedy. Although Itoaalro Jean says of them
Sent de ceux, dont l'un vend sa terre,
L'autre un moulin a vent ohevauohe, (IV, iv)
l l *
they are in fact taken quite seriously.
Tho next braggart, i anthalaone in Gr6vin*3 Lea eobahis. 
is also untypical* As we have seen, he is not the equivalent of 
tho Italian Pant alone* Jr. Per man calls him a "yo'Jng fop" • 'le 
sings9 in Italian,^ to his lute; declares himself in love, but 
does little about it* Two passages link him ith the braggart 
tr .dition;
Vous le verros tantost venter,
Tantost elovor sos beaux faicts ••• (II, iii)
and act V, where ho ; through the standard process of bo-ots, 
t lire at a and exposure when Julien calls his bluff and forces him 
to retreat.
These two passages are scarcely sufficient to make him a 
full and successful character* ills whole role, in fact, is h ndled 
with a certain raucherio: he appears twice only, his role is
peripheral to the main plot, he .,iixea confusingly the roles of 
Petrarchan lover and soldier, his vory name is inappropriate to 
either role. In V, iv, his attempted intervention ( 1 esser Oerard, 
monatrez-vou3 sage") also seems inappropriat to either rol :.
The braggart soldier begins to be a recognisable
1 , _  , _ „ . dot macaronic ihrench-itoxxan, as D.C. Boughner states
(The -ira^art in ilenaissance Oomedy. p • 126; •
type in French Renal a sand 3 comedy with "Le capitaine" in
1belleau1 s La raconnue. The others in the plays we are con­
sidering are Don Die^xos in Les Itoapolitalnes. Hodomont in 
Les contone. * m  Prouventard in Lea desffuisez. *1, Let
C
One feature only is constant to all of them* the 
gap between what this braggart soldier boasts and what he is. 
This gap is usually made apparent by a threefold process of 
boasts| threats, and exposure. Thus, in 3 doa^uiaeg. II, i, 
Prouventard boast3 in a standard fcra of gab;
J’ai fait connoiatre ma vaillanoe 
Au pay3 do Flondre, ou j1 ay rais 
Cent fois 4 aac les ennenis ...
He threats is Grigoire*
3i vous ne ma ren&ez le mien,
Je le r’auray bien par justice.
11 n’est chose que je ne puisse.
Par le song, le ventre et la mQrtl 
Vous vous repentires du tort 
ne vous ne faistea. (II, iv)
But soon he sees a nan with a swords
He is named in the dramatis personae as "Le oapitaine 
iiodonont"} but in faot his speeches merely bear the heading "Le 
oapitaine" and he is never actually named in the play. In V, iv, 
aistre Jehan says he "tranche la du Hodomont" as though this 
were hot his name.
C1 sst de la part oout-estre aussi 
])u sire Grejoire . •. 
lais je les empesohersy bien 
De me tenir et me surprendre,
Lt deusss-je la fuite prendre.
..lais s*ils viennent pour me frapper,
Par ou me pourray-jo eschapper? (Ill, v)
It may be fitting that is at stake (Prouventard) or it may be 
love (Dieghos). In any case the main dramatic function of these 
captains is to create a gap between what is claimed and what is 
performed.
3een in this li^it, thair significance in the 
dramatic structure emerges. The difference between what is 
claimed and what is performed is, after all, one of the main 
structural principles upon which Renaissance comedy is built.
We might compare the moral situation* the actual lack of virtue 
in these plays coupled with concern for the outward appearcuice of 
it. The braggarts have their own application of it, sometimes 
simple, and sometimes more developed as in Les despises where a 
valet (.Mau&ole) brags nd ia set against the braggart soldier 
proper.
It may be surprising, in view of the evident 
cowardliness of the captains, that they are readily accepted into 
society. The craven Prouventard is respected and indeed feared 
by Gr ego ire, and is twice offered an advantageous marriage.
“fcT.-?
Kodomont in Lea oontona ta offered one aa well, but refuses;
Dieghos 13 summoned off to a gocd marriage at home; the captain 
^  La reoonrme is a highly respected member of the kinoes 
forces, who at the end is given a spare niece and a job*
(janthaleone is an exception in this reapeot as in others.)
They may all be exposed as cowards, but instead of being chased 
off tho stage at the end, they are all given a consolation prise 
of some sort. This may be acceptable as part of the required 
’’happy ending", but in -a reconnue at least leads to a dramatic 
inconsistency; the captain*3 .gab* considered as a verbal 
exerci3e and entertainment, is as good as any that will bo found 
in these comedies; yet it is quite irrelevant both to the action 
of the play and to his known really valorous character. It is 
the first part of the "boasts, threats, exposure" pattern, well 
executed but isolated and quite unintegrated. Dramatic ally, it 
is odd that a character should boast emptily and be mocked —  Jid 
yet should be accepts . in the end. Plautus* Pyrgopolynicea is not 
accepted in thi3 way. It may be that the high esteem in whioh the 
profession of arms was held in the 16th century accounts for its 
the braggart may personally be a fool and a coward, but his 
profession is an honourable one.
The heroines, unlike the servants and captains, are 
nearly all of a type. Possibly played by boys and therefore by less
xxt
experienced aotors, thoir parts are generally small. In Les 
esbahis. iladalene appears only in II, vi and IV, v, a timid, 
lamenting creature. In La reooruiue. Antoinette appears only in 
I, iii and IV, i-ii. ohe is a devout Huguenot, with little will 
of her own, and certainly not in oontrol of the marital invrigues 
going on around her. The heroines of Les esprits do not appear, 
or at least speak, at all, the only female parts being a mature 
wife and mother, and a noid.^ In L ?3 NeapolIt nines. Angel ique 
appears only in III, vi-viii, and IV, ii. Nevertheless, aha is 
certainly not timid} but then sho j.s supposed to be a widow and 
ie therefore not the typical young heroine. That role is filled 
by Virginia, whose one appearance in the play (III, viii-ix) shows 
her to be as timid as any. In Lea desguisez. Louise appears more 
often than is usual (II, iii} III, v and ix} IV, i and iii)
V, iv and v), but she is extraordinarily timid. T>he breathes no 
word of protest at her father's coimaand, either to him or to her 
maid} she leaves Olivier immediately when he reveals his disguise} 
her fear for her reputation is obsessive. In Les oorrivaux ,
1 The absence of the three heroines, around whom the 
plot revolves, certainly creates an odd impression. But as the 
play is an adaptation from the Italian, their absenoe may be 
accounted for by Italian rather than ?rench stage practice.
Restitue appears only in I# i, while Fleurdelys does not appear 
at all. &ost of the exposition is put into leatitue’s nouth in 
this one early appearance, thus combining the demands of the 
exposition with a short appearmca of the heroine.
The heroines, then, are very similar —  more so 
perhaps than any other types to be found in these plays, .hareas 
the servants were different from play to play, these axe usually 
exactly what one expects. A set piece tL .t occurs a?ain and a^ain 
is the lament by tho heroins on her unfortunate position, of vrhioh 
a typioal example is this from L33 oabahist ^
1 , seul e
Hot la flour de me3 jeunea ana 
S’en iro-elle ainsi perdue,
Et la joye tant attendue 
ise a neant, par la oontrainte 
Dfune trop enviouse crainte?
C*est or1 que Je sen la puissance 
D’aiucurj uiais, las I mon impuissance,
Les menaces et la promeose 
l-l’ont ramis en telle destresse,
Qc^oree que je veuille une chose, .
Toutesfoie lhhonnour fc’y oppo-e ...
One mi.jht suppose that this similarly is due to the lack cf 
independence whioh unmarried daughters had, as a matter of
historical fact, in the renaissance. Only one hereoine is more
determined* Grassette in Les escoliers. who, independent or 
not, aims to follow her ohoioo by one meansoor another.
It would be tiresome to examine all the characters 
in all these plays. Sesides the eld man in love, the servant, 
the braggart and the heroine, two of the most important ad  the 
young Ir^uaorato and the parent concerned for his child’s welfare.
. ins few characters do not belong to a type. One is the Gentil- 
homme in Lee esbahis. a sensualist whose* :pinions contrast with 
his friend the Advocat’s idealism nd who reminds us of Tirsis in 
the first scene of Elites and Angel iqu© in Les Neapolitaines. 
a supposed widow with i bigger part in the play than any heroine 
in these comedies.
Cha:acter and plot are necessarily closely linked, 
and the more closely, the more coherent the whole play. Lea 
contens and 1 ’ uafene achieve the closest synthesis of the two, in 
the sense that they depond only on the working out of the factors 
of situation and character given us in the exposition. In I’ orcene, 
the abbs’s lack of practicality and Helene’s lack of response to 
Florimond led to all the trouble in the past, Guillaume's simplicity 
made it possible, and Floriaond’s anger brings it to a head. Avery 
other French Renaissance comedy before il&Iite. without exception, 
uses at least one deus ex machina.
Such a use of types Is comparatively sophisticated.
\ V
Admittedly it needs a finer dramatist than we are dealing with 
here to make out of a type a full character, but at tho same time 
the inferior effect is avoided of mere recognition of the type 
and nothing more. In nearly every case, th author has indicated 
a type, so that the audience knows approximately what to expect; 
and then he has played upon this knowledge on their part by 
c eating a variation upon that type. The technique la one core 
use of the theatrical relationship of the author and his audience. 
Among the most successful achievements are Jossa in Les esbahis, 
the braggart old man in love; Maudol6t the foolish valet in has 
deagulsezi Fran^oise, the pious macuiuerelle in Les contens —  in 
each Cfcise the success ie due to the combination of something 
ex£>ected with something new.
4. ipeeoh.
The verbal style of comedy.
Vhen Francois d'Aaboise, under his pseudonym Thierri 
de Timofile* praised his own comedy Les Neapolitaines. he emphasised 
the verbal style*
en oes1*~«y on trouvera un franoois aussi pur 
et correct cpx’il s’en soit veu depuis cpie nostre 
longue est mont§a a oe oo:iblef a l'aide de tant 
de labor!eux et subtils esprits qui y ont ohacun 
contribue de leur travail et diligence pour la 
rendro poll© et parfaicte. La lecture et la 
conference en rendront seux tesmoignage, outre
Wl
Xa gentillense de V  invention, le bel ordse, 
la diversita du subject, les sages v'iscours, 
les bons enseignemens, sentences, examples 
et proverbes, les frsoetiec et somettes dont 
elle est senle e toutes parts . ..*
Except for the vague ’'La gentillesse de 1* invention, le bel crdre, 
la dlverslte du subject", all these virtues refer to the verbal 
style. Perhaps this is not surprising in a man who wrote a groat 
deal and published only one x^ lay* But it 13 a common saphaei® in 
other writers too* Larivoy in his long 2plstre to d* Amboise 
ditscusses only the ethics of comedy nd its language —  not its 
plot, its characterisation, or its staging. Miss Bradbrook says 
that this same emphasis is found in England toot "The development 
of ill I sabot’: ion comedy is very largely the development of its language”
and "To examine the critioal avolution of comic writing is ... to
2examine the general theory of rhotorio as applied to poetry".
For verbal style as well as for characterisation, ideas 
of deoorum are again all-import ant. A character must apeak, not only 
behave, as his character on situation demand. La Fresnaye13 
discussion of deoorum in comedy is dominated by the idea of spoaoht
Les ^oapolitaineg, preface to Charles, due de Luxembourg, 
Anoien theatre francals.~VTI. p. 239*
^ 1.1.C. Bradbrook, .lisabethan comedy, pp. 49 32.
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Un doux parlor est ropro aux hommes tela que toy [dagotj*
Aux hoauaes furleux paroles fur louses ,
Lascives aux lascifs, et aux joyeux joy*!*®®®*
It le sage propos et le gravj discours 
A quiconque a p&sdl de jaunesse 1© oours.
Car Nature prerdior dedans nous a form6e 
L1impression de tout pour la rendre •xprimfo 
Par le parler apr&s ...
II faut quo la personne a propos discourante 
Suive sa passion pour estre bien diaante.1
The plays do in faot follow these ideas. In Les oontens.
Ill, ix, the servants Antoine and lerrette have a series of 
indecent exchanges suitable for the character of servants* while 
in the same play, V, ii, Basils and Ceneviave have a "love-duetH 
couohed in the loftiest terns. The two take place at the same 
window of the same house, and are clearly meant to highlight each 
other. In auoh oases, the vocabulary, syntax and imagery vary 
greatly, though there is no equivalent to Shakespeare*o use of a 
mixture of verse and prose, or 3odelfs use of different metres for 
different charaotera, for the medium remains the sametthroughout 
each of those plays without exception. The braggarts, the older 
generatioh, the young’ lovers, all hav^ j their individual kinds of 
speech. The verbal difference between servant and master is one 
of the most important and dearly defined, 3inoe it is one of the
Art oetique. I, 11. 938-45 and 851-2* quoted from 
Lawton, Handbook, p. 104*
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cloaxost of social distinctions. Her® axe clivicr and liaudole 
In Les des;mi8ez« the maateriin love expresses hia misery with 
a typical invocation ('*0 petit dieutelet all§")j Godard makes 
the servant first express his interest in food, as is quite 
oonventional, but then plays v/ith the master-servant convention 
by making ilaudolS adopt the opposite view;
~Laudol6» Jfai le foy et la rate esmue,
Tant il m1 a fallu cheminer 
Pour vous dire qu* on va dianer 
St qu’on e,est dosja mis a table*
Olivier* Kolas I
liaudol&i .uel not espouvantabloi
H6l so faut-il xinsi faoher 
uant o'est qu*on parle de masoher?
Depuis un tempa sons oeaae il groyne 
£t contrefait toujours la trogne 
De quelque pourceau mau-brusle.
Olivier; 0 petit dieutelet ailei
-laudole; XI mo faut on tristesse mettrei
w3i joyeux ou triste efct le maistre,
"Le valet le doit estre^ousel."
Ahi helasi que j*ay de souci,
D’onnuy, de peine et fascheriet 
,ue nn pressure en e3t marriel
Olivier; 0 petit dieutelet ailet
H.udcl6, Kelasi
Oliviers H£i qu'a non KaudolS? . ..*
1 Jean Godard, Loo des.cuisoz. I, lilt; noien theatre f m e a l  a.
VII, pp. 348-9.
The frequent proverbs and popular sayings like k&udola* s 
“31 joyeux ou triste est le m i  at re, / Le valet doit l'estre auaai“ 
above, correspond in a sense to tho- contentiae of Renaissance 
traced/. These particular two lines even share the typograhicai 
convention of special^ inserted rail leasts to mark them, in tr -gedy, 
tho aontantiae are put into the souths of kings and aristocrats, 
and express with remarkable oona ; noy throughout the oentury semo 
aspect of the 3toic philosophy supposed to be proper to people of 
that rank. In comedy, the proverbs and sayings express the wisdom 
supposed to be proper to the characters of comedy, namely the 
bourgeois and the serving olaS3 immediately behind then. As dfAmboise 
says, Lea raaoolitaines has a large number of them. 3o has Lee 
contone j curiously, when the pl ay was re-issued as Les des, raises 
in 1626, the title-page expressly stated that the new edition 
contained "L’esplication les Proverbes et mots dif Hciles", ae 
though proverbs as such presented great difficulty. -ii.-rivey, too 
adapts into a very easy and natur1 French tho Italian proverbs and 
sayings of his originals 1 while all the comedies of the earlier 
generation include them in plenty, as wall. i~any of ths some 
phrases reappear in play after play, possibly sometimes as direct 
sources. They ore a kind of popular stonahouse providing material 
throughout all the Renaissance. Asong the many parallels are:
"faire ses ohoux gras"' in Leo osb-bis, Los contone and Le3 desgulaezi3'
”La fortune aid© aux amouroux’* in Lee esbahis reappearing as ** Amour
2aide aux hardis” In Les desguisozj "Hais qui est galleux qu’il se
frotto" in Les esoollors corresponding to !?Vous me grattoz ou il me
3demange in Les oorrivauxi "qu’il s’en torche la bouohe" or some 
variant of the phrase in six pi aye at least.
The popular kind of imagery is the most frequent in
the plays, though none of the plays is as deliberately or pointedly
about the oomtron people is* for instance, Lekker’s The dioomukera’ 
Holiday* The distribution of different kinds of imagery in a play 
is significant of the author* a conception of his subject, and of the 
audience it was intended for* French Renaissance comedies show four 
kinds of imagery: the popular imagery of proverbs and similar
figures of speeohj French history and literature* Petrarchan* and 
classical* * The references to native history and literature are, for
 ^V9 ivj IV, v* V, iv (iltudole: MCe n’est pas tout un que
des ohoux, / II y aura bien de la grasae")»
2 III, Iii} III, viii.
3 IV, ii} V, iii.
4 It would, of oourse, be ossible to list the images in 
tho plays according to the type of the compart* as Dr. bpector has done 
in hie edition of 'Les convene* pp. xlix^li (religion, the household, 
businjS3, animals, the body, anti-clericalism, anti-fe, inism, war, 
games)| but a list of this kind does not tell us much about the 
function of the images*
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instance, Rodomont's calling his sword Flamberge in Les contone* 
or the frequent use of the wor p. toUnage. In this breadth of 
imagery they differ from other works by the ea$e authors. Grevin's 
L'Olisipe and Gelodacrye use almost exclusively olassioal and 
Petrarchan imagery, but his two plays include a rich store of 
popular images m d  turns of phrase.
Those rioh forms of imagery, the emblem and device, 
gygn find their way into th* plays. B'Amboise, we know, was 
interested iu them, translating and commenting on Paru&in's book, 
and writing a ->iscours ou trqiote uoa devises (Paris, 1620). And 
in his play —  though it dates from many years earlier — - the 
braggart Bom Bieghos has hi3 devises;
Bio^ios; Tu me vois bion a ceste heure paisible et
aimable, tellement que je te semble un petit 
ange, ou plusto3t un petit Cupiaonnaau} o'ast 
pourquoy j® port® en ma devise uno abeille, aveo 
ces mots; Frazia :/ mi el. voulant donner a 
entendre, par la fleche et le miel, cue je suis 
bravo guerrier et amoureux tout ense ole* 
aupar. vant je portois uno autre devise; as
Gaat er s i ropremant•
Dieghos; Je suis bien lors aussi furieux et terrible, de 
oorte qu* il n'y a si brave qui ne tremble devant 
moy cent pieds dans le corps. As-tu jamais veu 
peinct la dieu Maxs? ...
Gaster; jui done*! Celuy qu'on diet le dieu des hataiiles? 
If'est-ce pas oestuy-la qui est pourtraict en une 
nedaille quo vous portes au bonnet?
v*fr
Dieghos s Cfest lu y -m e si.e j me voyla tout f ict.*"
Another developed and frequent pictorial image is the Fotrarohan
one of the lover as a ship in a storm, seeking a refuge —  it is
as it were a constant picture, tl: j woodcut to which the lay 
supplies descriptive oorjment beneath. Here is augustin in .iSS 
Heapolitai ieai
Spine une .longue tompeete j'avcia trouvd la mer
calxne et tranquille pour l'eaperance que Je prina 
aux promesses de oeate cervante L^etaJ, et en un
instant le vent furieux do Jalousie m'a reals en
tcurocnte* puis le temps s'est rendu un peu plus
serain, le vent m'a donn£ en pouppe, qui me fait
aurgir au port tant desire ...2
Surprisingly absent is tho use of Jargons the ja rg o n
cf the pedant, of tho doctor, or of any such specialise! types.
Despite their plentiful existence in  the Italian models av liable 
to Larivey and later playwrights, characters like th e se  hardly 
appear in French Kenuiaoance conov*y. F v o n  Larivey, a L: jtor though 
he was, is comparatively sparing in  his use of them. Bruno's II 
0 uideialo uses an extreme pedant, anfurio, but Tumebe and 
d'Anboise do not. The only pedant in the native comedy is Bonaraius 
in Les raracnnGuro . So that a lth o u g h  the speech certainly varies
2 IX, lv.
from character to oharicter, this partioular kind of exaggeration 
is rare. Tho braggart seems to concentrate within himself all the 
need for exaggeration in these plays, and even he oan hardly be 
said to use a Jargon# Thou^i his boasts may be grotesquely 
exaggerated, they are still couched in uite normal vocabulary.^
The kinds of language that I have described change 
abruptly /ith elite* more abruptly than either char acter or 
plot-.structure* Les r -coipeurs was stylistically entirely in the 
16th century tradition, but - '611 to begins something quite new for 
comedy: a style based on the prccieux poetic language of the early
17th century, ind in drama so far found only in some pastorals and 
tr^gi-comedies • The imagery is no longer colourful and down to 
earth, but abstract* There are no servants to bring their masters 
dovm from their fancies* only one nurse, whose entir ly different 
function ic that of a confidante * The language and imagery of every 
Renaissance comedy ore related to a social situation ,nd its 
practical problems j ..elite* a 1 ungu&ge and imagery are related to
1 Robert Oarapon, in his La fontaisle verbals d ns le 
theatre francais* iaris, 1957j cb# 1X1f comes to the 3imilar oon- 
olusion th it Jargon and 11 fant aisle verbale" are rare in French 
Renaissjnoe oomedy* He sees Le 3 oyer's Nephelococuqle as an 
exception, where Le Loyir'a modal Aristophanes has prompted a 
number of overflowing torrents of word~, recalling not only 
Aristophanes, but the farces of the time.
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states of mind. The im ;ery is that of the salons, subtle but 
ooiaparatively colourless, with the exception of Erasts*s mad scene, 
in whioh the imagery of the underworld is developed at great 
length and with strong effect.
Verse and prose.
The Pl^iade comedies significantly used the vehicle
of the native French farces, the octosyllable without alternate
masculine and feminine rhymes. Apart from the translators Charles
Sstienne and Jean-Pierre de ; esraeo, the first to change this is
La Taille, a figure of transition in so many ways. His Les
corrivaux is in prose, doubtless following the model of Italy,
where so many comedies had already been written thus. Le LeAromant
is in prose also, although Ariosto’s 11 Me xomojrte was in verso.
Les corrivaux is written in an easy style, always flowing and
colloquial, with very few passages in any kind of complex or
elevated style, liven :he lover’s set speech Is down to earths
raais ojuoy? qui ost celuy qui ne connoit les 
forces d* amour? qui ne connoit qu’il est aveugl 
jeune et volage, sans loy et sans raison? C’est 
par luy que je n’ay non plus de repos que si
j’avols le vif urgent soubs le3 pieds. Ft pour 
coste cause, je n’ay fait que traoasser pax toute 
la ville .,.1
Compare Grevin9© version of tho same toppa;
Sera dongue la recompense 
Oe ma longue perseverance 
ise en oubly, et non service 
Keoompaaoa d9un© injustice?
Cfost maintenant que j * aperpoy 
Combien e3t petito la foy.
t oombien, au double, est traitress©
La faincte voix d'une maistresse.1
—  a lament 54 lines long, compared with La Taille9s nine lines 
of prose before the lover turns to practical measures.
3ut La Taille is before his time in writing in pro3e.
Balf after him, and Chappuis, still use verse in their plays, and 
it is a v?hole new generation, dating exactly from the arrival in 
France of tho Italian players, that turns to prose as a medium for 
oomecly: first the minor fi ;ure do Vlvre in the late 9709s, than 
Larivey, Tumeba and d9Amboise. Bruno’s II Candolaio is in prose, 
Fomaris’ .in- el lea too, and its tr inslation avrellquo. Los runout tours. 
though forty years later, shares the same medium, as roll as sharing 
similar charaoterio tioi. and subject-matter.
Perrin and Godard both return to verse for their plays.
Perrin of course is turning back to farce (and to Terence) for his 
raodels, and Try from the Italiansj Godard adapts a ploy of \riostofs
" Les esbahia. II, i.
which existed in a version in verse as well as one in prose/ 
Troterel, too, uses verse* the ootosyllable for Gillette. and 
surprisingly alexandrines for Los corrlvaux. Corneille turns to 
tho alexandrine, doubtless because of its use in tho tragi-cosdo 
and pastoral genres that preshadowed his play.
It would bo true to 3 iy, then, that the f arces provided 
a odel for the ootosyllabio metro of the ?16iade comedies, and the 
Italians for the prose of the next generation. But these are 
historical roaoons. Is there any intrinsic merit in one form rather 
tha mother, in the octosyllable, the alexandrine, or prose? 
ienaiesanoe theorists and playvrri$ita 3aid that there was. one 
suggestion was that the ..iore seriou3 the subject-matter, the longer 
the line should be. debillet writes of the alexandrines
Geste espeoe ost noins frequents que les autros 
deus preoedentes _ eight- aml ten-syllable lines] 
et ne so peut pro or ament appliquer quf a choses 
fort graves, oomme aussi au pois de l’aureille 
□e trouve pesanfce.-
3ut this is of course an illusion. Tie test is an aural one, nnd 
in actual delivery the length of line makes very little difference. 
Gilbert Gadoffre writes in his .onsard par lui-:.."me about similar
 ^Cf. Ariosto, Qpere Minor it vol. II, Florence, 1857
2 L1 art poetl .ue fr ngol3« od. Gniffe, p. 41*
ideas of Paul Laumonier: **0n roste oonfondu dov.'int uno telle
xaeoonnaissanoe dea structures poeticues”. and shows how tho shortest 
lines oan have the heaviest effoots
Ceux qui sont sous le reaveil 
Du soleil 
Ceux qui habitant Niphate,
Ceux qui vont d’un boeuf suant 
Remnant
Lea gras rivagea d’Suphrate.^
/mother su^^eotion was Larivey’s, a natural 1stio idea before ite 
times comedy deals with people of comparatively low rsnk, such people 
do not speak in an elevate way, therefore oomedy should be in prose 
rather than verse;
Or, si je nfay voulu an oe peu, contre 1* opinion 
de beauooup, oblijer la franchise de aa liberty 
de parler h la severite de la loy de ces 
critiques qui veullent que la Comedie ooit un 
poeme subjeot au nombra et assure des vers ... 
je l’ey faiot ha has written in prose]
parce qu’il in’a 3onible que le ooin.iun pauple, qui 
est le principal porsonn ^ ,a de la scene, ne 
s’sstudie tant a a^enoer sos paroles qu’a publier 
son affection, qu’il a p^utost dicte cue pens4e.2
The very artificiality of drama, of course —  particularly of the
1 Roggard q-j iul-aeme, Paris, i960, pp. 85-6. a e  verse 
is from Ronsard’3 Ode an due df rleana.
2 Preface to Francois d’Amboise, m cle n  theatre .Crau»aist 
V, pp. 2-3.
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un-naturalistic ksnaisaanos drama —  scotches this idea from the 
start. And since suoh things as the coarse jests of the servants 
fit easily into verse, the theory cannot be justified in practical 
terns either. However, in the den&issanoe ocntext, it is evidently 
another attempt to achievo deoo. urn, to put the appropriate kind of
speech into the mouth of the appropriate kind of person. bhakeapeare
*indeed followed the same principle of decorum in hia use of verse 
and prose* in thoae tragedies where comic passages appear in the 
mouth of lower-class characters, those passages are in prose against 
a b ckground of verse for the rest of the play*
'V,
hacbethi To know my deed, ’tware best not know myself.
(knocking within) 
fake Duncan with thy kmcnokingi I would thou could*stI
( .nter a Porter. Knocking .vithin)
Porteri Fere13 a nocking indeed! If a inn were ortor
oi hell- vto, he should have old turning the
:ey. (knocking.) knock, knook, knock. Who’s there, 
i* the name of Jeelrsebub?
Effective t ough this itay be, it is of course not essential to the 
theatre* Jenson’s Alchemist is entirely in verse, from the c aplex 
rhetoric of 3ir Apicure ammon tc the rai. id exchanges and curses of
the arrival of the officers in aot Vh
Neverthele is, these theories, combined with the examples 
of the various models, probably in fact determined the comic practice 
in hranoe. One may won or only ?;hy tho universally admired model,
Terence, with hi3 hexameters, was not imitated in this respect 
from the vox/ beginnin, .
2uonologues_and a3idea
The monologues and asides in these plays, like the 
prologues and epilogues, provide a relationship rith tho audience.
They iaay be compared with the chorus in tragedy, whioh inherited 
from the Greeks end donee a the function &f representing, to some 
extent, the audiehce’s or the common people1 a point of view. The 
chorus, composed of nonr-aristoorata, commenting on an action over 
whioh they had little or no po 'er, provided a link between the 
charaoters in the play and the audienoe. A further link existed
' • V .  • ^
in the soliloquy. Both, however, remained on the further side of 
the boundary of illusion; in tragedy, neither ohorus nor soliloquy 
would oontain any direct allusion to the audience, or address it as 
"yous". ifideoie in Les JuiiVea may address Jehovah, but not the 
audience.
In comedy, monologues and aaides have a oonparable but 
more direct funotion. The aside, rare in trqgedy, is common in the 
comedies, and by its very nature is a direct confidence made to the 
audience unheard by the other characters. The soliloquy in tragedy 
by its nature admits the audience^ presence, but particularly the aside 
in comedy makes positive used of it, sometimes addressing it directly.
Asides and monologues in, say, 19th oentury melodrama, are used 
to stir the audienoef3 emotions$ here the appeal is rather 
intellectual than emotional, but tho procedure is the same.
In Leo eobahis, Grovin uses nineteen monologues and 
fifteen asides or groups of asides —  a large number for a not 
particularly long play* o^ma are used for exposition, but not 
tiresomely so* Only once does a speaker ever speak directly to 
the audience (Julien in II, iii: ’’Vous le uPanthaleone] verrez
tantost vanter, / Tantost elever ses beaux faicts'*) but there are 
questions and phrases auoh as ?tPonses que ..*” whioh axe what we 
call rhetorical* They are most rem xkable for their quantity.
There is not a single dialogue which is not flanked or interrupted 
by a monologue or an aside* k typical grouping is a monologue, 
followed by an aside? followed by a dialogue, thus*
Le G-entilhomme: (monologue:)
• • • II faut s^avoir donner le tour 
A ohocunt @t dieu syait oo.-mient 
Bll* font espor^ie de sernent,
I our mleux paslier leur deffaiete.
(Aside:)
Aais voicy venir ma tendrette:
Je oroy qu'ell1 est bien aseeur^e,
A la voir tant delib reej
II la fault avoir a h  ohaulde.
Claude: Dieu vous gard, .onsieur.
Le Centilhomme: Dieu gard, Jlaude.
1 ^a3 esbahis. III, ii.
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liany different combinations are possible! for instance, in the same 
play III, v begins with a monologue by Gerard, followed by a dialogue 
aside between Julian and £L rion. The important point is that both 
monologue and asides are accepted as a more normal part of the 
dramatic structure than they generally arc today.
Les content and Lea Leapolitalnes have typical grouping of 
the same kind, but in these plays it is more frequent to have a 
monologue followed by dialogue, without tho aside. Lea contons as 
a whole includes only four asides or groups of them. Typically, a 
dialogue will not begin or end without being ushered in or out by a 
monologue, thus; •
Kodomont* He, mes amis, ayez pitie de moy!
Sergents Nous ne pouvona. C'est trop pr^sohdl us, aus,
nenons-le deasoua les bras oocLae une maride!
Rc&omonts Ha, Dieu, que je auis miserable! Au lieu d1slier 
fiancer ma moictresso, l*on me fait aspouser 
une prison!
Basile: (who, unobserved, has seen Rodononi* carried off)
J’ay eu du plaisir pour plus de dix mille fruaa
de voir oe fondour de naseaux si empeschd au
millieu de ces sorgens . . . 1
In i as aeapolitainea. Ouster has six monologues and takes part in 
six dialogues| Loys five of each.
1 Has oontensi III, ii - i i i .
The fondness fo r  asides and monologues is  p a rt o f  
a whole s ty le  o f ac tin g  in  the Renaissance: an exaggerated s ty le
in  which th is  e a s ily  over-acted  piece o f dram atic convention is  
not out o f p la c e . In  th eo ry , they can be e f fe c t iv e  by th e ir  
r a r i t y .  But in  these comedies, they are so frequent th a t they  
must be accepted as p a rt o f a f u l l  convention: not a sudden
e f fe c t iv e  exception , but p a rt o f the essence o f the p la y .
The monologues f a l l  in to  recognisable p a tte rn s , by 
t h e ir  form and by t h e ir  3ubjeot. fo rm a lly , +>qy stand a t fo c a l 
p o in ts  o f the p lo t :  a t th e  beginning o f acts or a t po ints  o f
tension  or r e a l is a t io n .  Thus in  Les contcns again , Thomas' 
monologue about h is  determ ination  to  make Rodomont pay be f in s  
act I I I .  And Sustache’ s monologue about h is  detachment from 
Genevieve is  s t ru c tu ra lly  im portant because i t  leaves the way 
c le a r  fo r  B a s ile . T h e ir  subjects are re g u la r ly  the same: to
the lo v e r ’ s lament we may add th e  young g i r l ’ s 1 .ament, the v a le t ’ s 
cy n ic a l comments, and so on.
The asides represent one o f  the most exaggerated  
conventions o f  these p lay s . They im ply, o f course, th a t the 
ch aracter speaking is  not heard by the o thers , and o fte n  indeed 
not even seen. .Sometimes th is  leads to  f l a t  im p ro b a b ility , o.ere 
is  the th ir d  scene o f the third act o f Les c o rr iv a u x , in  whioh fo u r  
3h o rt monologues are fo l io .e d  by th ree  asides:
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Claude* Puls que Je ne voy plus personne en la. rue 11 
est temps de fairs le 3igne quo J*ai promls a 
Fila&elfe.
Alisani Puis que Claude et I’remin sfen sont alloz, it font 
que j’aille baillor I1assignation a Huvertre.
Claudei Jfay desja ouvert I’huis de derriere par ou ila 
docent entret.
Alizom Jo vien tout a point de trouver nostre huys de 
derriere devorouillo par jo ne 89ay qui.
Claudei iiu1 est-ce qua j*oy parler derriere moy? HL c’ost 
Alison, ceQte vieille diablesse. ue le diable 
face maintenant une snatomio de sa cervelle; elle 
me gastera tout.
Alison* Ke voye-je pas la Claude? Ho bon gr§ en ait aa 
vie, il me dostourbera.
Claudei 3i faut-il trouver fa9on de m'en depeatrer 
vistement. Vien ?&, que fais-tu icy?
A print in the Reci :il 03sard, and an oiHL painting copied from
it (cf. fig. 10 below) show an overhearing soene in actionx MI1
capitan Cocodrlllo" (i.e., Fabrisio de Fomaris) is shorn bent double
listening to a conversation, without any scenery or "props" to hide 
1 ,him. The artifice! convention oplles an exaggerated kind of acting,
x Tum&be, anxious as ever to minimise the artificiality 
of his play, provides a cart (or an "a-uvon*") for Rodoramt to hide 
behind in I, i,v, but this is quite exceptional ;.uid the matter is 
normally left to the actors, to inprovise with perhaps a "ruelle" 
between two compartments.
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associated today more with melodrama than with comedy.
The patterns of delivery, then, fall naturally into 
a amallnumber of reoognised kindaj prologues and epilogues, 
monologues, asides —  nd, of course, normal dialogue. They are, 
of course, a convention. 3ut there is more variety and less 
stiffness in their use, particularly in their many combinations, 
than there is in the corresponding conventions of French Renaissance 
tragedy; the opening monologues, the choruses, the stichonythia, 
the numbers of aententiae. Tragedy achieves a curtain formality 
with thorn, but too often at tho expense of stiffheos, a fault whioh 
con seldom be laid at the door of the comic writers.
CONCLUSION
The oomedies of Jodelle, Lrevin, 3elleau and La 
Taille are of a kind, sharing certain features of construction 
in 3uch a way that they axe unique in the history of oomady*
All written by students of the University of P ris within some 
ton years, they have a faaily likeness. They blend the 
subject-matter of the native genres with the forms of classical 
comedy in a way which is not found in any other literature.
or 1 indignation is absent, so is profound characterisation, 
but the peculiar blend that they have adopted gives them a 
liveliness that amply compensates. They are successful enter­
tainment •
The later pi ye too are successful entertainment.
But from Larivey onwards the Italian comedies are taken as a 
new model, and more wholeheartedly, so that the peculiarly renoh 
charaoteristics of Los oontens or Les Neapolitaines are fewer, 
found in varieties of speech an., imagery rather than in characters 
or plot. ' 3a raaonneurs. os late as about 1624, is much more 
French in every way: in its lively style, its inferences to I arts 
where it takes place, its Trench characters, its use of French 
farce-actore —  and it is regrettable that so lively a ploy should 
have been (as far as we know) the last of its kind, supplanted only
v>/
soma five years later by the new comic style of Comnille.
The decor for the plays Booms to remain constant 
throughout the Henains noo, with somo elaborations —  but not 
basic changes —  around the lato 1570*s* It consists, without
J i  : V . _ i  ' \exoeption, of a central area supposed to bo a city street,
flanked by a number of town houses provided with doors and
»
windows and some of whose interior are pratioable. The internal 
evidence of the plays remains constant, and is supported by a 
certain amount of external, mostly pictorial evidences the 
faroes show a primitive neutr 1 area| berliof3 ’’comic scene" 
shows a decor of the kind needed (though more elaborate}; the 
Italians vary but in genorul support the pattern; while lahelot, 
in a dloor suoh as that for otrou’s Lea ;6no chines. corresponds 
entirely •
I have written at lenpth about the conventions of 
the plays. These conventions, of plot-st nurture, of character, 
and of 3peeohf rsaain generally constant thcou*gr eijfcty years, 
despite the important arrival of the Italians and their adoption as 
models, and despite the forty-yoar gap between he3 kea >olit .ones 
and i-eo ramonneurs. Troterel and Oodard, within that gap, show 
that the same conventions continued to be accepted. They are, of 
course, a means of rel ;tionship between author and audiencet in
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practioa they mean that an author will use th, techni ue of 
variation upon a norm. Braggarts and valet a are two accepted 
kinds of character! to nix tho two, as Godard does in Los
des/tuisez. is to create a new effect. Another form of
relationship with the audio nee i3 dramatic ironya when, for 
instanoe, Aassire Jean tells us that Augene is growing careless 
mid will find himself in trouble —  and the trouble then in 
foot arrives.
The constant recurrence of conventions of course 
obi trusts our idea of originality, but that idea is irrelevant.
■y aim here has been to discover precisely what conventions were 
used, and to emphasis above all the way in vhioh variations upon 
then were carried out; to point out not uniformity, but variety, 
ahich is the essence of the plays. The principle of variation
has been well stated by Roland 3 earths si
dtructuralem ait, le sens ne naft point par 
r6p£tition mai3 par difference, en sorte qu'un 
terme rare, des lore qu'il ost sai3i dans un 
system© d*exclusions ot de relations, 3ignifie 
tout autant qu'un ternc frdquent ... A pnrtir 
de oombien de traeddies aurais-je le droit de 
"g&neraliser” une situation raoinienne?
Gina, six, dixAi
Critique et verite. Paris, 1966, pp« 66-7#1
Comedy in the French Ron. issanoe is in one way a
self-conscious genre:• in that the elements of its speeches
show a constant, and unusual, awareness of the audience. Pro-
loguas and epilogues lead the audience into and out of the
play. Throughout the action, vsides and monologues remind
them that they are at the play. We find this 3elf-consciousness
less often in tragedy? in dn lish Renaissance comedy} in
-olibre; or in modem comedy. Yet in another way, the Prench
Renaissance genre stands aside from the ondienca, giving them
comparatively few of the topical reference a that can be most
effective in comedy. Comparatively few, that is, compared with
the forces and related genres, for instance the franc arc:--or de
i&umolet. which s tirises tho corps created by Charles VII in
1 M ,1448* The oomic . orld is a separate one. In a more general
way* we may ask whether tho oomedies are particularly relev nt
to their times, as n »ny of the tragedies were claimed to be
(Gamier said that his 1 oroie was "propre >our y voir desoeinctes'' "
      —
.♦
A change may have occurred about the mid-century. On
4 December 1550 Sir John Rasone reported from Blois that proclamations 
had been issued to restrain freedom of speech touching the French king 
and the Council, and wished that there were a similar restriction in 
.England. ’’They were wont in their farces to spare no man* but now they
are bridled for that point” (Calendar of State Papers, Foreign Series,
1547-1553, 63l quoted from Canoes Yates, Contribution "o the
study of the french social dr no. In the sixteenth dentury.unpublished 
thesis for the degr .e of 1..A., London, 1922, pV 7*)
les calamitez de o® temps")i probably they are only incidentally 
so, as when Belleau refers to tho 3ieges of Le Havre or Poitiers. 
Social crltiolsm is rare, found in only a few characters and 
situations like Jodelle’s hedonist churchman or Belleau*s dis­
satisfied men of law* The irinoipal aim of French Renaissance 
oomedy was not moral teaching of any kind, but delight*
Jodelle: L* Au^ene.
I. Aliens (an abbe) and .essire Jean (his chaplainN 
discuss the luxury of a churcliman’s life* Gugene has married 
Alix off to Guillaume, le bon lourdant* but is now worried 
lest Guillaume should realise whyi namely, that Gugene mi dit 
the more easily enjoy her favours. —  Meesire Jean, Jilon^ , 
reveals himself as Aug&na* s parasite, and confirms that Gujene 
is growing careless* —  Guillaume and Alix display their 
respective simplicity and easy morals.
II. Florimond has returned to Paris from the warsj
he is an old flame of Alix, and is anxious to renew the rela­
tionship. He and his follower Arnaulf dlsoua3 Paris, the wars, 
ant learning, before ArnauH: goes off to find Alix. —  Helene, 
Sug&ne's 3istar, alones she had herself been fond of Floriuond, 
but he had been discouraged by her lack of apparent response.
She tells Gugene of Floriraond*s arrival; he is, rightly, 
apprehensive •
III. Arnault returns with the news that Alix is 
married, ond why. Florinond is furious; ho has some furniture 
in Alix* house, and decides ho will at least first reclaim this.
—  Isesaire Jean recovers from tho tumultuous arrival of Arnault 
in Alix* house, which he reports to Gugene and Hdlene. No 
solution occurs. —  Florimond beats Alix, and with Amaulf: 
overseas the removal of his furniture.
XV. Guillaume, puzslod by the whole thing, goes to 
see Gugene. atthieu, Guillaume*o creditor, arrives and demands 
payment. Thoy all, with Hdlene, go into GugcnnAa house to 
discuss the matter. —  Florimond decides to kill Sugenm. Aigene 
aliaes the danger and all the problems and retires lone to think
V. Gugene has thou^t of tho solutions. Helfene 
shall be reoonoiletl with Florimond, and Matthieu is to be offered 
a benefioe for one of his sons. Both of these are carried out, 
and Guillaume is content to share -lix with Gugene.
Appendix A i synopses of the plnyB.
I. Loys (a gentieican) discusses with Richard (his volet) the 
progre a of hie love for Constante, wife of tho Tresorier, a Government 
official. The Tresorier’s impendin.; absence may result in some success. 
Richard marvels at his master’s folly in loving so inconstant a woman.
—  Richard on his master’s behalf offers the Tresorier interest to 
obtain payment of a sum owed. —  Karie, Constante’s ohomboniaid, is 
overheard by Richard as she reflects that Loys takes second I oe to the 
Protenotaire in her mistress’ affections.
II. The Protenotaire (probably a legal official^) discuses 
with Boniface (his valetN the progress of his love for Constante. The 
Protenotaire i3 short of money* Boniface promises to use his ingenuity 
to obtain some. —  Boniface overhears Constants promising Richard a 
rendezvous for Loys* and then succeeds in borrowing 150 escus from 
Constants herself. —  The Tresorier tries to borrow mtney from Sulpice.
—  karie promises herself the pleasure of returning Boniface’s advances.
III. Lqys reflects on the profit motive for human actions, 
and on Constanta. Richard inforsfchim that the Tresorier will produce 
the money* then attempts, unfiucoessfully,' to seduce .larie. Constants 
3colde her for chattering to Richard, then herself reflects, strangely, 
on the inconstancy of man. —  The Protenotaire appears, and Constants 
lets him into the house —  but Richard set 3 this and vows that his 
master shall have vengeance.
IV. Richard has told Loyc ^hat he has seen. Loya reflacta 
bitterly, and interrogates Kicnard to be sure. -—  The Tresorier and 
Bui >ice arrive* they and Loys and Richard and an extra supporter 
Thomas all try to enter the house and in the end break the door down.
—  ifarie emerges and reports that the Protenotaire was c aught in flagrant* 
iclicto; then Bonifaoo, who h.\d escaped by flight, joins her.
V. Gulpioe and the Tresorier attempt to calm Loy3 and to 
prevent him from making the affair public* Loys agrees on con it ion 
that he receives the money hack that he h a 3  given to Const ante, and 
that the two quarters’ money paid him by the Tresorier shall be null and 
void. —  The Protenotaire and Boniface decide to keep the money lent 
them by Constants. —  Marie also is content, and plans more amours.
Gr6vim La tresoriore.
 ^Cf. Grevin, Theatre coupiot. ed. L. Pinvert, Paris, 1922
P. 354.
Grevin: Les j.abahis
I. Josse alone: his wife Agnbs left him three year3 
ago for a lover, taking his money, and it seems that she has 
died. He is now engaged to Madelon, Gerard18 daughter. Marion, 
lavandiere, determines to prevent him* for although ho claims 
to be vigorous enough for love, ha wears a fur coat, has 
catarrh, a cold and a cough. Antoine, his servant, sillies him­
self with . arion.
II. L’Advooat, in love with Madelon, laments her
en ageraent to Josse. He rejects his cousin the Gentilhoinme1 a 
advice to turn to other women. >ith Julian his servant and the 
iontilhomme. he plan3 to try to secure Madelon for himself.
Panthaleone, yet another suitor, makes a brief appearance 
serenading her. Marion plans to borrow Josse* s clothes from 
Antoine for L*Advocat so that he may easily enter Gerard’s house, 
ladelon laments.
III. Claude, maoquerelle: the trade is not what it
was. Ghe has Agnes in har house, and promises her to the Gent 11-
honme. L’Advocat, disguised as Josse, goes into Gerard’s house j 
but immediately Gerard appears.
IV. L’Advooat emerges, full of joy at his success,
and avoids Gerard (who had seen him through the keyhole without 
penetrating the disguise). Josse prepares to go to Madelon; 
Antoine returns with the clothes only just in time. He sets outj 
Gerard taxes him with his amorous exploits, which he indignantly 
denies, from which Gerard concludes that he now uishes to repud­
iate Madelon. Madelon fears for the future, and Marion consoles 
her. L’Advocat tells his cousin of his success* Julien goes off 
to find similar game.
V. Panthalaone is serenading again, until Julien 
interrupts. Josse arrives to fight Gerard, but Julien puts all 
the blame for the seduction on Panthaleone. Agnes arrives with 
the lontllhommei Josse recognises her, while Panthaleone aleo 
has a claim on her, having kept her in Lyon for thre years.
Josse is forced to take her bfick, Panthaleone is chased off, while 
a marriage between L’ Advocat and Madelon will be arranged.
I. Janne the maid, then M&istre Jehan the clerk, 
complain of their hard work and of the household. Hadame appears; 
her sourness justifies some at least of their complaints, /e 
learn that Monsieur, her husband, is courting Antoinette, a ward 
in their house, who, hov/ever, has an affection for a captain. 
Antoinette laments, .^aistre Jehan,. who had jone to the palais de 
.justice, returns and inveighs against it.
II. L*Amoureux, an advocate like Monsieur, delivers
a monologue on the torments of love. Potiron, his valet, arrives; 
we learn that Monsieur for his own ends is planning to marry 
Antoinette off to Kaiotr© Jehan. Potiron and Jann-i tell Maistre 
Jehan of this.
III. ..Ionsieur praises the virtues of Love and laments
his own wife*s sourness. He tries to appease her; tells her that 
the oapt in is dead; and attempts to persuade her of the virtues 
of his plan —  which L1 Araoureux, Potiron and Janne plan to thwart.
IV. Antoinette laments the captain* s death and tries
to reconcile herself to tho idea of Aaistre Jeban as a husband. 
Janne is ordered to huy food for the engagement dinner that 
evening. Madame and her neighbour discuss the proposed marriage. 
...oasieur hopes all will gja. off without mishap. L1 Amoureux on 
love; Potiron tells him that the captain is dead.
V* The captain arrives with his valet Bernard, and 
they go into the house. Janne reports. Then the Jentilhoame 
de Poictou also arrives and goes in. liaistre Jehan comes out, 
then L* Amoureux; we leam that the Aantilhomme de Aoiotou is 
Antoinette* s father, that a marriage has been arranged between 
Antoinette and L*Amoureux, that Monsieur is consequently thwarted, 
that L* Amoureux has been given a post as consiiller and the 
captain an option on a spare nieoe.
Belleau: L Mooonnue.
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La Tallies ~;os Corrivaux,
I. Heatitua oonfides her woes to her nurses not only
Is she pregnant by Filadelfe, but filadelfe has transferred hla 
affections to Fleurdelys. The aur3e, taking a praotioal view, 
suggests that she try to go to tho country to dispose of the 
child* —  Filadelfe, waiting for news from Claude, a servant in 
Fleurdelys* house, justifies his infidelity by the irresistible 
power of love. Claude arrives? he has arranged for Filadelfe 
to enter the house within the hour, and he will signal with a 
torch when the time comes. Gillat, Filadelfe1s valet, declares 
himself to be more down to earth than "ces amoureux transis"• 
biladelfe gives instructions for the coming adventure,
II. /uvertre, too, is planning an entry into Fleurdelys* 
house, Alizon, tho other sex’vant, arranges to signal to him 
with a distaff when the time oomes. Her master Premin, on his 
way to town on important business, urges her to take care of 
Fleurdelys. His m m  relationship with Alizon seems equivocal,
III. Jaquoline, Hestitue’s mother, a^ree3 to let her
go to the country, as she is unwell, but has meanwhile suBHaoned 
a doctor. Claude and Alizon both syppear at tho same spot at the 
same moment to give their respective signals? they squabble, and 
Claude leaves. But now thore are noises off in Fleurdelys* house, 
and the doctor has given t.' j game away in Hestitue*s. Inter 
Gillot, then Folippes (Fuvertre’s father*s servant), from whom we 
'learn that the two young men both entered Fleurdelys* house, that 
there was fighting, and that the sergeants of the watoh arrived 
and carried them and Claude off to prison.
IV. Benard, Filadelfe*s father, arrives from .etz with 
his glutton valet Felix, Jaqueline heaps reproaches on him for 
hi3 son*s behaviour, and his son*s attempt on luurdelys* honour
is also revealed, Fremin and 3enard meet? we learn that Fleurdelys 
is in fact Benard* s daughter, lost at the siege of -lotz ten years 
ago and taken in by Frenin,
V. dnter Gerard. Fuvertro*s father? with the two other 
men (Fremin and Benard a solution is worked out; Fuvertre shall 
marry Fleurdelys, and Filadelfe Kestitue. They go off with ihilandre, 
the master of the watch. Tho three valets, by now drunk, provide 
some light relief. After some frightening of the young men with the 
prospect of the law, the solutions are agreeJl and, moreover, Benard 
wild marry Jaqueline.
I. Severin'8 brother Hil dro, since he and Fliz beth 
hie wife are childless, have brought up Fortune, one of Severin's 
sons. Because of Severin'd miserliness, his daughter Laurence 
cannot find a match, nor h 3 Urbain his other son the allowance a 
young man should hare, —  fortune and his servant Frontin* 
fortund is in love with Apoline, a girl who is in a convent, the igh 
she has not made her profession# —  Ruffin, nur.uereau. promises 
Urbain his elioiane, on p ymcnt of ten ecus # —  Front in can give
Fortune no good news of hi3 Apoline. Meanwhile Ruffin haa broubfct 
Feliciana.
II# T 3sire is in love with Laurence j Front in can 
Offer him no good news either. Severin arrivo3j Frontin, to prevent 
his going in and discover in,; Urbain and Feliciane, persuades him 
that the house is full of ghosts. Severin goes off, first hiding 
his mirse (with 2,000 ecus in it) as he does not wish to carry it 
around. Desird, who was hidden, sees him and takes the dcuc. putting 
pebbles in their place. Severin returns with Prontin, who promises 
to find a sorcerer to exorcise the floats; Geverin checks that the 
purse is still in it i hiding place#
III# M# Jo3se the sorcerer, bribed by Frontin, conjures
the jhostsi Frontin pretending to be one of the,: takes the ring from
the blindfolded 3everin* s Linger as a sign that they have left the 
house. Feliciane and Urbain go into Hilaire’s house v/hioh la close 
by. Severin sends M« Josse away* Ruffin almost gives the plot away
to Severin, but is prevented by Frontin. Severin discovers the theft
of the ooins#
IV. Hilaire tries to dissun e Fortune from his affair
with Apolino. Fortune tells Hilaire of Feliciane*s honourable parent­
age j and sends Pasquette, servaate. to get newc of Apoline. Gerard, 
feliciane*s father, arrives in town. Pasquette gives away to Hilaire 
the fact that Apoline has had a ohild.
V. Gerard has heard the net/s of Feliciane, but tuffin 
assures him that a marriage with Urbain may be possible. They po to 
see Severin, who is interested in nothing but his purse; and then look 
f r Feliciane at Hilaire's house. *—. Hilaire has been to the convent 
and arranged a marriage between Fortune and Apoline. I eanwhile, also 
by Hilaire's intervention, the marriages between Urbain and Feliciane 
and Lea ire and Laurence nee L only ever in* a consent. The purse is 
produced, financial arrangements mode that satisfy Severin, and the 
riarriages settled.
Larivey* Les F sprita . ... ■ '
Turned e: Les Contens.
I. ~oui^j and her daughter Gene vi We, are on their way
to church, very early in order to avoid Basil© and Rodomont, who in 
Louise’s eye a are both unv/elcomo 3uitors for Genevieve. Nivelet, 
xiodoraont’s lackey, seas them go by, then Rodomont arrives. They 
overhear Basile, with his servant .^ ntoine, planning to enter 
-enevieve’s house disguised as Gust che. Basile persuades Francoise, 
vi -illc femme. to try to win Genevieve over to the idea and fix a 
definite time —  whioh she does. Nivelet plans to see that his master 
seises this ohanoe to enter the house disguised as Guat&ch* before 
Basile does.
II. Girard wishes to arrange the engagement of his son 
Mustache to v enevieve, but Gust ache is reluctant bee tuse he knows 
that she fwours Basile. Franfoise succeeds in putting him off still 
further. Rodomont borrows a scarlet costume from him, identical to 
the one which Basile has already borrowed from him. Tran9oice tells 
Basile what she has done.
III. Eodomont, disguised, is seized by three sergento for
debt to Thomas, a merchant, before he has a chance to enter Genovibve’s 
house. Basile, also disguised, sees him hauled off. Si ucisson, 
macquereau. bringing Alix for Mustache’s pleasure, briefly mistakes 
3asile for Aistache. Ba sils goes in, leaving Antoine outside, who too 
late sees Louise returnin ; lame early. khe goes in, lookB through the 
keyhole, takes Basile for Mustache, locks them in, and goes off to 
look for Gerard)* Meanwhile, Antoine* with ferrette, Genevieve’s maid, 
gets Basils out of the locked room through a window.
IV. Basile fetches Alix and puts her in his plice in the 
borrowed costume to deceive Louise; on the way they pass Thomas (who 
is in fact Alix’ husband. Rodomont has been freed. Ke is still 
dressed as Mustache (and is briefly taken for him by Gerard) but 
decides it is too late to try to enter Genevieve’s house. Louise taxes 
Gerard with his son’s supposed attack on Genevieve’s honour; but
Rust ache explains to him that it was Basile. Mvantually Louise unlocks 
the door, but finds only Alix with her daughter.
V. Fran9oise reports to Basile that Louise’s latest idea is
to marry her daughter to Rodomont. Genevieve at her window, and Basile 
below, exchange declarations of love. Rodomont, hearing that Basile 
has had Genevieve’s virginity, consequently refuses her hand when it is 
offered to him. Louise reali363 the truth, gives in and consents to 
the marriage of Basile anu Genevieve.
D* Amboisei Lea Neapolitaines
I. Austin is in love with the widow Angfelique. He 
talks to Beta, her servant, who h© hopes will help hi t to  her 
favours, —  I)om Heghos, a Spanish braggart in exile Arom ^  les, 
is in love with her too* in which Caster, a parasite, encourages 
him, faster, alone, on h i s  profession of parasite.
IX* vaster, too, attempts to employ Beta, for his waster* 
she plays for time, jiving him a promise for tomorrow. August in 
overhears, but she plaoatee him with the promise of an izmaedi te 
rendezvous. —  Ambrolso, Augustin’s father, disapproves of the 
affair with the widow} though he fails to get definite confirma­
tion of it out of Loys, his son’s servant, he nevertheless decides 
to out his won’s allowance to the bare minimum. —  Augustin is 
overjoyed at success with Angdlique. To counter his father’s 
decision, Loys suggests he turn to his friend Camille for money, 
and also for help if necessary against dieghos.
Ill* Camille agrees, and th^plan to go to Aag&Lique’a 
after lunch* Dieghos, rejected, goes off with Gaster to lunch. In 
the afternoon, Augu3tin and Camille arrive at ang^lique’s first} 
but Ang&lique is forced to invent a 3tory for getting them out of 
the houoe when Dieghos amI Caster arrive £00 • 3he also succeeds in 
putting off Dieghos and Gas ter until the next day. Virginia, her 
supposed daughter, laaontw. her father lost all his possessions 
through participating in the rebellion at Naples, and has died in 
Paris leaving her alone with ngdlique, who is not in fact her 
mother. Meanwhile, Camille has fallen in love with Virginie, and 
pi ns how he may win her.
IV. Corneille, Virginia’s servant, laments to Augustin 
and AngSliquej Camille has succeeded in making his way into the 
house and seducing Virginia. . u  us tin suggests they try to persuade 
him to marry her, and goes off to find him. I eanwhile Loys has 
found his own pleasures.
V. Larc-Aurel, a jeweller from Naples, admires Paris.
• eeting Camille, he is able to tell him what Virginia’s family is, 
and moreover that by ocincidence Camille has become heir to the lost 
fortunes of that family. Camille decides he will her, and with
Augustin goes off to see her. Loys follows with Murc-Aurol» ieghos 
is furious —  until Louppes, a niossenger, tolls him that ha is free to 
return to Naples, where a marriage has been arranged for him. Caster 
decides he must look for a new vaohe a laiti a marriage will be 
arranged between Virginia and Camille} and Beta and Caster go off to 
the engagement banquet.
14 Maclou has heard that hi3 son 3obrin instead of studying 
is spending time and money on a love-affair, and tries unsuccessfully 
to obtain the truth from his son’s valet Finet. —  Grassette, talking 
to her servant Babille, reveals that she is not interested in Bobrin, 
but in the less wealthy Corbon. —  Friquet, a neighbour, reveals to 
liar in that his daughter Grassette is entertaining lovers.
II. Sobrin, against Friquet's advioe, declares that he will 
pursue his love frr Grassette. Finet, on his behalf, begins to win 
Babille over. —  Corbon declares that he prefers learning, which can 
raise his social status, to amorous pursuits. —  Maelou warns his son 
that he will not support him if he does not concentrate on his studies.
III. Babille speaks for Sobrin to Grassette, but without 
success) this she reports to Finet. Finet reports it to Sobrin, who 
is still determined) Finet promises to think again. —  Marin suspects 
Babille of aiding her mistress1 amours. —  Finet meets Corbon and 
begins to plan in that direction.
IV. It is agreed between ^obrin, Corbon and Finet that a 
rendezvous shal?. be arranged between Corbon and Grassette, but that it 
shalljbe Bobrin, disguised and at night, who shall keep it. In return, 
Corbon is to have the benefice that Sobrin controls. —  Finet arranges 
the rendezvous with Babille. —  Sobrin, disguised as a peasant and 
speaking in dialeot, is admitted by Marin to the cellar. —  Corbon 
expresses his pleasure, Bobrin emerges and recounts his success to 
Finet. —  Friquet and Marin have discovered what has happened, and 
Maclou too leama it from ^ .arin.
V. Sobrin and Finet gain Friquet to their side by threats 
and promises, and he persuades both Marin and Faolou to favour the 
marriage of Sobrin and Grassette. He reports this to Bobrin) and the 
marriage is arranged.
Perrin: Lee eaoollera,
I. Gregoire lunentsx hie wife has died, his household 
expenses are rising, while Prouvent -rd is dem anding a sum of none/ 
that Gregoire holds in trust for him. —  Olivier alone, then with 
ilaudole, his servantx he is in love with Louyse, Gre goire’s 
daughter.
II. Prouventard boasts to his lackey Vadupie of his 
military exploits, and that he will scon recover the money. —
Gregoire decides to offer him Louyse*s hand instead of the moneys
ho tells Louyse, then makes the offer —  but Prouventard indignantly 
rexusos it. —  I&uidold discovers that Gregoire needs a new valet, 
anu suggests that Olivier toko the job.
III. Olivier and l.laudold exchange clothes. Olivior 
offers hi3 services to Gregoire and is accepted. HaudolS brags in 
Olivieri clothes; Prouventard at first is terrified, but discovering 
he is merely a valot, with Vadupie* s aid chases him off. —  Nicole, 
Louyse*3 servant, advises her that Prouventard would be a poor -natch; 
meanwhile Olivier ia making & good impression. Laudole in vain demands 
his clothes back. Olivier on Love. He declares himsolf to Louyse, 
who however registers only alarm.
IV. On Nicole’s sit ■ ?3tion, Louyse now encourages Olivier.
—  Gregoire sands Olivier to i rouventard, but Clivier suggests as a 
bettor matoh than Prouventard rich young man whom ho knows. Haudol&, 
impersonating Olivier, is to bo that rioh young man, a 3che::ie which 
Louyse approves. Haudold carries out his part, but makes the slip of 
promising to fetoh his father, 1 ierre Galland, who does not in fact 
live in the town. Olivier and laudole, by blackmailing lassotrouvant, 
a passer-by, with attempted rosbery, persuade him to impersonate 
Pierre Galland; this he successfully does.
V. Pierre Galland himself appears unexpectedly in town, 
and by coincidence meets Gregoiro. Passetrouvan; sill mintains 
himself to be Pierre Galland, and tempers rise, ilaudoie appears, 
still impersonating Olivier. Tho oonfusion increases, then is 
gradually cleared as Laudole reveals the truth. The marriage of 
Clivier and Louyse is eventually agreed, Prouventard i given an 
option on a spare sister of Olivier, and an engagement dinner is 
prepared.
T  ^
Godardx Les despises.
X* Le Capitaine Soanderbec boasts to his valet falaffre; 
and instructs his sister Liana to stay quietly at home and see no 
one. —  Philippes discusses with his valet Martin his love for 
ne} then talks to the pedant Bonarsius} art in wins to their 
side the fruit-seller Lame 3onne, who begins to win Diane wer.
The Captain returns. Philippes serenades Diane, but the Captain 
appears, and Philippes is forced to leave.
II. Modelon (courtiaane  ^discusses with Lame Claude
(maca u e re lleN the possibility of marrying the Captain, negotiations 
are begun. —  Philippes and Martin again turn to Dame Bonne, who 
takes a letter to Diane} but the Captain again interrupts, even 
though Philippes succeeds in ch using him into the house. Diane 
glues Martin a note for his master.
III. The Captain gives orders that the house is to be 
cleaned} Diane is to engage soma chimney-sweeps. These are ihilippee 
and Martin, who send Galaffre to fetoh more wine and carry off Diane
disguised as a sweep to Claude’s house. The Captain returns to find
her gone. Bonarsius, hidden, has seen.them.
IV. .laiotre Nicolas, Madeira's father, has arrived in 
Paria. —  Bonarsius bribes Cl-u&a to smuggle him into Diane’s room 
that night} but .Martin overhears the arrangement. —  Ths Captain 
is determined to recover Diane, hade Ion is in the hands of justice 
for debt} she ;oes off with the Captain and the ser,-vents. —  artin, 
unknown to Claude, has set a prostitute in Diane»s plade, \nd ^laude 
on agreed lets in Bonarsius. Martin’s and Philippes’ student friends, 
disguised as the watch, surprise him there, but for the promise of
twelve escus let him go.
V. The Captain and ^adelon are free and searching for 
Diane and Philippes. —  The Captain's rich uncle Dubuisoon has met 
Madelon's father . aistre Nicolas. —  Claude gives Gal&ffre tho word 
to follow Martin, thus setting the Captain on Diane’s truck. —  
Dubuisson and M. Nicolas find Madelon, who has by now married the 
Captain. —  The Captain has found Philippes and Diane; eventually 
both the marriages are approved.
Anon (Hardy?)* Le:; romoneurs.
C o rn e ille : I^ e ll te .
I .  d raste  declares  to  h is  f r ie n d  T irs is  h is  love fo r  
M & llte . T ir s is  is  s c e p tic a l about m arriage, d e c la rin g  hat i f  he 
m a rrie s , i t  w i l l  be fo r  f in a n c ia l advantage* d ra s te , to  change h is  
f r ie n d 's  op in ion , in troduces him to  M d lite  —  xnd succeeds only  
too w e ll*  —  T ir s is  fin d s  h is  s is te r  C lo r is  w ith  her lo ver  
P h ila n d re , and h in ts  a t h is  new lo ve*
XX, draate re g re ts  that he ever in troduced T ir s is  to  
. i e l i t e ,  the more so since M d lite  h e rs e lf  now shows signs o f  her 
m owing a f fe c tio n *  and vows to  take a c tio n . —  T ir s is  re  ids to  h is
s is te r  a sonnet in  p ra is e  o f M S lite  whioh he has w r it te n , o s ten s ib ly
fo r  ira s te *  C lo r is  sees the t r u th  and encourages him. —  draste has 
w r it te n  a fa ls e  lo ve  l e t t e r ,  o s te n s ib ly  from i.ie lite  to  P h ila n d re , who
however refuses to  leave  h is  C lo r is ,  despite  J ra s te 's  encouragement.
—  e l i t e  in d ic a te s  to  T ir s is  th a t  she re tu rn s  h is  lo v e , and T ir s is  
;ives her the sonnet.
I I I .  The v a in  P h ila n d re , f la t t e r e d  a t E l i t e ' s  supposed 
a ffe c t io n  fo r  him, prepares to  re tu rn  i t *  He shows T ir s is  two fu r th e r  
fa ls e  le t t e r s ,  these also supposedly from I d l i t e  to  P h ila n d re . T i r s is ,  
alone, lam ents. Ho shows the le t t e r s  to  C lo r is , who t r io s  to  console 
him b r p o in tin g  out . E l i t e 's  inconstant ch aracter; and h o rs e lf  
determ ines to  leave  the inconstant P h ila n d re . She 3hows P h ilandre  
th a t  she has the le t t e r s ,  and 3ays th a t she intends to  show them to  
h a l i t e  as a p roo f o f P h ila n d re 'a in d is c re t io n .
IV .  ^ 4 l i t e '3  nurse t r io s  to  persuade her to  encourage the 
r ic h  dras te  ra th e r  than T i r s is .  —  C lo r is  shows . e l i t e  the le t t e r s ,  
but she denounces them as fo rg e r ie s . Lis is  (a  f r ie n d  o f  T i r s is )  
announces T irs is *  death , at which -e l i te  im m ediately fa in ts .  —  d ra s te , 
re jo ic in g  a t T irs is *  death , hears th a t i l i t e  is  dead a ls o , and f a l l s  
in to  a f i t  o f  madness, im agining th a t he too is  dead. —  P h il uidre,
in search o f his rival Tirsis, hears of h is  and Pelite's death, and o f  
the falsity o f the letters, from the mad dr&ste. —  Lisis reveals 
that hi9 announcement was fa ls e , designed to te s t  .^ elite's affections.
V. . .[e lite 's  nurse brings droste back to  s a n ity . —  P hilandre  
t r i e s ,  and f a i l s ,  to  o b ta in  C lo r is *  pardon. T ir s is  and l6 l i t e ,  now 
to  ether, con id e r  her excess ive ly  hard , droste confesses and is  
pa ‘doned; and on attachment betv/eon him and C lo r is  is  begun. The 
nurse speaks a c lo s in g  monologue.
t 6?
La aubortine is possibly a third oomedy by Grevin. Pinvert 
supposed it to be identical with La treaoriere (Grevin, Theatre complete 
Paris, 1922, pp. 353-4; Jacques Grevin. Paris, 1899t PP* 172-3)I 
f. Leb^gue considers that it is probably rather a separate ploy (. ableau 
... , p. 305). The evidence is is follows*
Grdvin tells U3 that he wrote a comedy c a lle d  La ..aubortine. 
r e fe r r in g  ( i n  the p reface Au le c te u r  to  Les esbahis and La t r e a o r ie r e ) 
to t
oeux qui ont veu la --aubortine premiere Com6die 
que je  mis en je u , e t que j'& voye b ien d e lib e re
te  donner, s i e l le  no n ’ eust estS desrcbee.
It is c e r ta in ly  p o ss ib le  th a t this was in  fact an e a r l ie r  version of
La tresori&re. especially as tho action of La treaoriere takes place
’’non loing de la plane Laubert” (La tresoriere, prologue).
It is true, al^c, that La trosorlere was first written for
a performance in January 1559 ^ud not performed until February 1559*
so that a romanlement in between is quite conceivable: a heading to
the play readst
Ceste coxaedie fut faicte par lo cc-nmsndement a 
rol Henry II pour oervir aux nopces de madame 
Claude, ducheese de Lorraine, mais pour quelques 
empeschemens d if fe re e ;  et depuis mise en jeu h 
Paris au college de Beauvais ... le v de fevrier 
MLLVTII.
It seems, too, that a complaint, perhaps the cause of such a
Appendix 3* Grevin*8 I.a aubertine.
had been lodged by corns la d ie s  of the ilaubert q u arte r:
... oeste p la in c te , qui iuc faiote 
. ■N*aguere encontre le  Po~te,
Pour l a  ranoune o t la  souey 
Des dames de ce q u a r t ie r  qy.
(Les ssbahis. prologue)
These aro the ar&uiaanta in  favour o f id e n t ify in g  La iaubertlne  
w ith  ua tresorifc But they are none o f them conclusive * fo r  
instance, the Flaubert quarter was a 3tudent q u a rte r , so th a t two p lays  
could q u ite  n a tu r a l ly  bo set th e re . And they are outwei ;hed by one 
argument: th a t the one re fe ren ce  to  La Laubortine occurs in the  
prefuoe to  both La tro s o r ie ro  and Les esbahis. e x a c tly  as though i t  
were in  fa c t a th i r d  p la y . G revin  s p e c if ic a lly  says th ere  that he is  
not p u b lis h in g  La .au b e rtin e : "que j 1 avoye b ia n  d e libS re  te donner,
s i  e l le  ne m*eust es te  desrobee. ‘ I f  La tre s o r ie ro  and La frlaubertine 
were id e n t ic a l ,  or even d if fe r e n t  vers ions of the same pleyq this 
would not make good sense. I t  i s  more l i k e l y ,  t h e r e fo re , th a t  
7->a ~ ?u b e r t in e  was a t h ir d  comedy by G re v in .
T~r<>
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de Bondaroy ... et de feu Jauues de la Taille son frere ... Paris, 
Pederio Morel, 1573^ (Bibliotheque de lfArsenal;. On thereverse 
of the title-page, in the list of contents t ''Les Corrivaux, ot le 
Negroaant, Comedies tiroes de 1*Italian dfAriosto” Lin faot, only 
Le Nerromant is from Ariosto* cf. chapter I,i above]. Ff. 65-9 
Les Corrivaus. comediei f. 99 a sonnet by Jaoques de la Taillej 
ff. 99V-142 l.o :.e,:roci;uvt^ A?,omodLQ, ,4c- .^J^uis , rioqto. .i^ o/.AP. :• _ =ut
According to Je A.aulde, Qjuvrea de Jean de la Taille. 
vol. 3* p* if the two plays firs4; appeared in 1574* 1574
edition is known.
-lae en Francois. par Jehan e la Taiiie de Bondaroy. Bound 
together, in the Arsenal copy, with other works by Jean and 
Jacques de la Taille, dated 1572 and 1573| privilege 10 
Lctober 1570*
— -- , do., Rouen. Du Fetit Val, 1602 (3ibliotheque de
Versailles). The same note on the reverse of the title-nagei 
the oajne titles and foliation.
Lavardin, Jaoques de, La Oelestlne fidelleiaent repurgee. 
et riiise ou meilleure forme par Jac.;uos de Lavardin .... Paris, 
Kioolas Bonfons, n.d. ^ 573J. No privilege (Bibliotheque 
Nationals).
 , La Gelcstine tragicociedie. Traduit L sic 1 dfiOsp.^ qiol
on Francois ... Demiere edition. Rouen, Claude le Villain, 1599 
(Bibliotheque Nationals).
Le Loyer, Pierre, drotopepnie. ou pasaetemps d* amour. 
useable line Comedie du met insense. Paris, Abel l'Angelier, 
157^ (British RuaeumV. Ff. ^4~103v Le muet inoens6.
— , Les o&uvro3 ot meslanges poetic,ues de Pierre le 
L0y.r Aa'terin 'JnoembXo. la Comadlc Mephelococu.-ie. ou la Nuoa At: 3 
Cocus. non moins doete me  facetieuse. Paris, Jean Poupy, 1579* 
Privilege 1 August 1579. (Oxford, Bodleian Library} British Museum* 
Bibliotheque de l1 Arsenal). Ff. 122v-l60v, Le muet insensd.
Ff. 161-238 La ccmedle ftephelococugie. ou la Nuee des Cocus. 
Nephelooocu^ie bears the date 157®> but to judge from the continuous 
pagination and the title page of this edition, was probably not 
issued separately.
».aupas, Charles, see Tumebe.
iiesaes, Jean-Pierre de, La comedia des supposes de 
A. Louys urloate. en Itallen et 'rangoy3. Paris, Estienne Groulleau, 
1552. Privilege 30 September 1549 (Bibliotheque de 1*Arsenal'.
 — , Jomedie des supposez de H. Louys Ariosto. Italien
et Francois. Pour I1atillte de oeux qui de3irent scavoir la langue 
Italienne. Paris, Hierosme de ilamef, et la veufve de Guillaume 
Cavellat, 1585 (Bibliotheque de 1*Arsenal). The same, re-issued 
with a now title-page. Cf. chapter I, ii above.
Paptllon, Hare de uLe capitaine LasphriseJ, Les premieres 
oeuvres poetigues du Capitaine LaGphrise. Paris, Jean Gesselin, 
1599* 2 vols. Privilege 31 January 1597 (Bibliotheque de
1(Arsenal). La nouvelle tragicomique. vol. 2, pp. 635-57*
Perrin, Francois, -dchea ravioseur. trasredie extraite 
du /onese' trente quatrie&me Chapitre. Peg? Francois Perrin Autunois. 
Paris, Guillaume Chaudiere,' 1569,1 No privilege (Bibliotheque de 
1* Arsenal j no other copy known). No foliation before Cjohem 
itself. The dedication of Les eaooliers to Jacques Arthault is on 
[10], that is, preceding Ciohem but nevertheless not applicable 
to it. A sonnet by Arthault on f. L7] appears to suggest that 
Perrin had also translated the Jephthes of Buchanan. Les Hscoliers 
oomedie. ff. 41-73v* is not referred to on the title-page of this 
edition, nor has it a separate title-page. Les eaooliers is not 
included in the 1606 edition of Jlohem; oioheia ravisseur. ou la 
cireoneision des inciroonoia Tragedia. Par Graneoya Perrin Autonolc. 
Rouen, Raphael du Petit Val, lbCt (British Museum;.
Troterel, Pierre, sieur d^vos, Les oorrivaux ccpodie 
facetlouse de lfinvention de P.T.S.R. LRisrre Troterel Sieur 
d'Aves]. Rouen, Raphael du Petit Val, 1612. No privilege 
(Bibliotheque de lfArsenal).
 , Gillette, oonedie facetieuse. Par le sieur D.
LD’Aves]. Rouen; David du Petit Val, 1(>2C. No privilege (Bibliotheque 
de 1*Arsenal).
La Valliere, Bibliotheque. p. 286, gives 1586, not 15891 
thus also Cioranesou, Biblloarar/hie ...j P. Lacroix in his 1866 edition 
of Les escoliersi and Lebegue, f bleau. p. 331. Charmasse, Francois 
Perrin, showed that this was an error and that no 1586 edition is known} 
nor have I found suoh on edition.
Tumbbe, Odet de, Lee contens comedle nouvelle en 
prc-.e Prancoise. Paris, Felix le Hangnier, 1584* Privilege 
16 jeptember 1584 (Bibliotheque do 1*Arsenal)*
 , Les Des>?uisez. ConSdie Franeolae. Aveo
Lfexplication des *roverbes et aqta difficiles. Par Charles 
• aupas. Biois. Gauohb Collas. 1^2^. A second edition of 
Los contens, without mention of the name of Turnebe (cited from 
Spector's edition of Les contens. pp. xiii-xiv. Copies in the 
Bibliotheque Nationals and Bibliotheque de lfArsenal).
Vivre, Cerard de, Jomodie de la fldelite nuptiale 
Compose LSicj par -Jerard de Vivre Gantois. ivlalstre dfasoole a 
Coloiu^ne. Paris. Nioolas Bonfons. 1577. No privilege '(British 
museum)”
 , do., Paris, Nicolas Bonfons, 1578 (Bibliotheque
Nationals).
., Coaedle des amours de Theseus et Dlanira.
Coaposl LalcJ par Gerard de Ylvrs Santois, ^aiatrc d^soole a 
Colongtie. Paris, Nloolas Bonfons, 1577* No privilege "
(Bibliotheque de l’Araenal). Dedicatory note dated 24 ?£ay 1577
, do., Pari s., Nicolas Bonfons, 1578 (Bibliotheque
Nationals).
Lrois comedies francoisea. De Lerard de Vivre
Grantols. La premiere. Des Amours pudiaues et loyalea de Theseus
at Dlariita ..sic i. La saoonde. De la fidelite nuptiale dune 
honeste Latrone onver3 son luari et espoux. la troi3ieme. Du 
Patriarchs Abraham at sa servants '.m a r . Le tout pour lutlllte 
de la .jeunesae at usage des esooles franoolses. reveu et 
corrlae par Ant. Tyron. Rotterdam, Jean Waeobergue, 1589* No 
Privilege. The dedication, slightly and clumsily altered to 
fit all three plays, is the same as that of the 1577 edition of 
the Amours de xhaseus et Dianira. and is.still dated 24 Lay 1577 
(3 ibllothique de!l* Arsenal).
— t do., l slight orthographical difference in title], 
Anvers, Guislain Janssens, 1595* Privilege 15 November 1539 
(Bibliotheque de 11Arsenal).
 , do*, [do.], ;Anver3, Guislain Janssens, 1602
(Bibliotheque de 1*Arsenal* oopy lacks the last few pages s all 
after Abraham V, v).
3. Comedies supposed to have seen printed, but now lost.
3ourgoois, Jacques, Comedie tree elegante* on laquelle 
aont ccaitenucs lea amours reoroatives d’Trostrate ... et de la 
bells . olinnieste .... Paris, Veuve Jeannot, 1545« Title given 
by La Valliere, Bibliotheque. Ill, p. 243. The very precision 
of the title gives an assurance that a copy was known to La 
Vallibre, but none is known today. An adaptation or translation 
of Ariosto’s I JuppQsiti.
4* Other comedies supposed to have existed in manuscript.
’but now lgat.1
Ambolse, Francis df s thr^ jo comedies besides Les 
Neapolitaines. The preface to Les Neapolitaines refers to ’’les 
comedies qu’il fai3oit en . a-vsre de son adolescence1 and
which were acted * ’’sur la thoat: a alias avoient aate vaiies et 
recaue3 avac un plaisir indiciole", and to "plusieurs belles 
pieces'* which might be published later. La Croix du Maine is 
more precise s in his list of works by d’Amboise, he cites 'Trois 
Tragedies, quatre Comedies*’ (Bibllothbque, p. 87).
I have not included in this section references to 
plays called simply ’’comedie” such as the ’’plusieurs comedies en
fran^aia” of Antoine Forestier (cf. Lebegue, Tableau, p. 292)f 
the term is of such general application that it covers many kinds 
of dramatic production other than 3trict comedies, deferences of 
this kind are given in full in . Leb&gue’s Tableau.
Avost, Hierosme d* i a oomedy entitled Lee deux uourtis:mes. 
translated or adapted from Loys Domenichi. This oomedy, according 
to La Croix du Maine (Bibliotheque. I, 373) ready for printing 
in 1584} but no oopy of it is now known, so that it appears not to 
have been printed.
Half, Jean-Antoine de t adaptations (on the lines of 
Le brave?) or translations (on the lines of L1eunuque?* of Terence’s 
Heautonti morumenos and Aristoph< nea* Plutus (Du Yerdior, Bibliot B ,uet 
of. Lebeaue. Tableau, pp. 294 ar X 301). Claude Binet, in his Vie de 
Koimard. states that Ronsard translated the Plutus while at the 
College de Coqueret, where it was acted} M. Lebague suggests, very 
plausibly, that the two translations of the rlutua are cme and the 
same, possibly made by Balf and Ronsard in collaboration.
Bourr6e, Michel, sieur de La Porte i two or more comedies. 
According to La Croix du Maine, he wrote several tragedies and 
comedies in French (Blblj vfcb^ nue; of. Lebegue, Tableau, p. 295).
Chateauvieux (Cosme la Gambe) < two comedies entitled Le 
caoitaine BouboufU) and JcdSa (I)u  Yerdier, Bibllothequei of. Lebegue, 
Tableau. p. 29 o V.
GrSvin, Jacques, La 1 j&tbertine * Appendix B.
Hardy, .Alexandre, Le Jaloux and possibly other comedies.
Le .jaloux was a comedy written by Hardy and cold by him to the troupe 
of Pierre Le kessier on 19 September 1625 for the sum of 100 livres 
toumois. For the evidence concerning this and possibly other 
comedies by Hardy, of. S.W. Deierkauf-Holsboer, "La vie dfAlexandre 
Hardy, Poeta du Hoi", Proceqdlius of the American Philosophical 
Joolety. 91 (I947)t 384—401} Lea ramonneurs. ed. A. Gill, Paris, 
1957f pp. lviii-xcviii. ...........
Jodelle, Btienne, La rencontre. R. Balmaa, in his edition 
1 Vugene. pp. 6-6, has shown that the identification of b*Rugene 
with La rencontre, first made by the Frbres Parfaict (Histoire du 
theatre franeais. Ill, Paris, 1745* P* 290), is an error. La renoontre
was a separate comedy, acted together with the tragedy Cleopatra 
in 155?f und now no longer extant.
Larivey, Pierre de* three oomedieo. The title page of 
the 1611 edition of La oonstanoe. Le fidelle and Lee tromperies. 
implies that these are only three out of six further plays by 
Larivey i Trois comedies des six damierea de Fierre < 3 Larivey 
Champenois. The dedication to Franoois d’Amboise oon. .rms this. 
Three others, therefore, may be presumed to have existed, but 
were never printed.
La Taille, Jacques de; one or more comedies. Jean de 
la Taille, in his Caul le furieux. Paris, Federio Morel, 1572* 
f • 70» writes of hi'3 late brother Jacques that he wrote Mcomma 
aoy (seidn le vray art, et la fa^on antique) Poemes entiers, 
Tragedies et Comedies, en l'^e de 16, 17 et 13 ana", and that * 
among his papers he found five tragedies and one comedy. In the 
same volume, a nuxaber of works by Jaoques de la Taille are 
printed, with a title page (f. 74) by Jacques de la Taille himself 
where he says that he may afterwards publish his "Tragedies, 
Comedies et autres poemes nouvoaus".
Landun, Pierre de, d* Aigalierss one comedy. In his 
Art Boetique France is. Paris 1597t *•> **e writes 1 "J'ay faiot
quelque comedie que I1 on pourra voir, si Je la mets chex 
l’imprimeur, toutesfois je n'en suis guero en deliberation. 
Plaute et Terence en ont faict en Latin lesquelles on pourra 
veoir et qui serviront de patron*" The mention of Plautu3 and 
Terence immediately after mention of his "comedie" suggests that 
the plvV was a genuine comedy and that the word "comedicr is not 
used in the more general 3ense of "play".
Le Breton, Gabriels two or more comedies, one of which 
wa3 entitled Le ramonneur. La Croix du Maine, Blbliothbque. I,
143, writes of "plu8ieurs autres tragedies et comedies Francises" 
by him* Du Verdier, Bibliothecue* p. 429* mentions only one oomedy 
and that entitled La Bamanneur. Cf. Les ramonneur s. ed. A. Gill, 
Paris, 1957* p*x.
Pontoux, Claude de : three comedies. Du Ver&ier states 
that he left in manuscript "deux tragedies et trois comedies, 
acoommodees sur les Histoires de nostro temps" (31bliothfeque; 
of. Lebegue, Tableau, p. 294).
Ronsard s see Balf.
Turnebe, Odet de : manuscript copies of Les oontons. made 
from the 1594 edition. "Plus lours s*en sont fait avec grand 
labour des copies a la main", writes Charles Uaupas in his Epftre 
to the 1626 edition of the play (see section 2 above).
Vivre, Gerard de: 'The dedication of the 1577 edition 
of Les amours de Theseus et Dianira call3 the play "une Comadie 
des premieres de aa composition", suggesting that he may have 
written others besides this and .za fidelity nuptiale (also 
published in 1577). ...........
5. Rodera editions.
Items marked ++ are those used and cited in the text of 
tliis thesis without further precision.
Collections:
Anoien Theatre Prancais. ou Collection dea qauvrc-c 
drasatiauea les plus remarquabjes depuia les lygt^res ;‘}usqu,a 
Corneille, ed. 7iollet-le-Duc, vols. IV-VII, Pari , P. Jannet, 
1854-STJodelle, Lf Eugene. XV, 5-81 ? Grevin, Lcj eahahjLs. IV, 
223-3331 Belleau, La roooroiue. IV, 335-438? ’H-Larivey1^  nine 
plays, V, 1- VII, 105j Turnebe, Les contens. VII, 107-231? 
d’Amboise, as lieapolitainss. VII, 233-333? +4Godard, Le3
de3 gaisez. VII, 335-462? **+?apillon \^ ho oapitaine Lasphrise], 
La nouvelle tragi-comique. VII, 463-91.
c theatre fr .-.tic ale* au XVie et au XVIIe slecloa. ou 
choix des QOuiedies les plus curieuaes antSrieures a iloliere. ed. 
E, Fournier, Paris, I87I, 8° (reprinted in two l6mo volumes,
Faria, 1872), Jodelle, Lf ,u.-?ene. 1-24} Belleau, La reconnue. 
25-54| Larivey, Lea esr>rlts» 55-©9l Tumebe, Les content, 
90-131} " d^* Amboise, Lea Neapolitaines. 132-65} Perrin,
Lee escollers. 166-91} Montluc, La pome die de provorbes, 
192-227} Du Paschier, La coraedie des coa&dies.235-5^1 
Du Ryer, Les vendanges de ouresnee. 319-47} Mairet, Les 
galanteries du Due d^ssonne, 373-99•
Separate ed itio n s!
++Anon, La Tasse. ed. P*L. Jacob, :eouell de pieces 
rare 8 et faeetieuses. vol. I l l ,  Paris, 1873•
Balf, Jeon-Antoine de, Ouvres. ed. Ch. Marty-Laveaux, 
vol. Ill, Paris, 1886 (Le brave, pp. 183-373)*
"H'3elleau, lienor, (Luvrea 0eti ques« ed. Ch. iiarty-Laveaux, 
2 vols., Faris, 1878 (La reconnue. vol. 2, pp. 355-451J*1
Bruno, Giordano, II J ndolaiot reprinted, toother vdth 
the 1633 adaptation Sonifooe et le pddant. in £V Candelaio 
Giordano Bruno lionifaoe et le pedant oomedio en prose 1e1 tie de 
l’italien de Bruno Nolano. ed. V. Iiabriani. Naples. 1866.
C o rn eille , P ie rre , + d l i t e . ed. Mario Roques and Marlon 
L iev re , L i l le  and Geneva, 1950*
Grevin, Jacques, ThS&tre cosiplet et podales choisles. 
ed. L. Finvert, Paris, 1922 (LsT tresorlere, 51-113I Les esbahls,
 ^The eo-oalled CEuvres completes of Belleau, ed.
A. Gouverneur, 2 vols., Paris, I807, do not include La reoormue.
i H
115-217)• Cf. also P.P.. Auguis, : aa poetoa frmgola deauls le 
XIIIo 8I00I9 .1usqu*u iaalberbe. Parle. 1824 (La treaorlare. vol. V, 
203-7^}•
+Jodelle, Stienne, L* Ai.-reixe. ®d. £.H. Balmas, Turin, 1955*
++La Taille, Jean de, CEuvres^  ed. R. de iiaulde, 4 vole., 
Paris, 1870-32 (Les corrivaux and Le nSgromant are in the volumes 
entitled Comedies. 1879t PP* H I  - CVI and CYII - CCXXVII 
respectively;.
++Le Layer, Pierre, La L6pheloooou&ie ou la Nu6e des cocud, 
oo.-6diQ, ed. G. B^runet], Turin, 18^9 (limited edition of IOC copies). 
Neither of Le Loyer*s plays is in Oeuvres poetiques de Pierre le Loyer. 
ed. K.J. Turquais, infers, 1934*
Perrin, Francois, Les^Lsooljers. ed. P. L_acroixj, Brussels, 
1866 (limited edition of 10^ copies).
++Tumebe, Odet de, Les Contens. ed. N.B. Speator, 2nd edn., 
Paris, Loci6t6 des Textes ?ran9ais T'odemes, 19^1.
6. Modern adaptations.
Cams, Albert, Leo Lsprits oomSdie adaptation en trois 
aotes par albert Camus. Paris, Gallimard, 1953- Adapted from Larivey*s 
Les esprits; written in 1940, acted in 1946 in Algeria, remodelled for 
the Festival d*art dranatique d' Angers, 1953*
Philippon, Gustave, La Tr6soriere« L*Ideale-Revue. 25 
November 1911• An adaptation in three acts of Grevin*s La tresoriere.
1*7
7. second iry sources
Atkins, J.V/.H., English literary criticism : The .on.u5conce. 
London, 1947.
Attinger, Gustave, L,esprlt de la oor,media dell1 arte dans 
le theatre franoala. Paris, 1950.
Baldwin, T.tf., villiam jhakspere’a ?ive-Act .Structure.
Urbana, 1947*
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Brown. H.M.. Lusio in the L'renoh seoular theater. 1400-1500. 
Cambridge (’lass.)! T9ZT.--------------------  3- -
Cannings, Barbara, "Towards a definition of farce as a 
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IA C T E  P R E M I E R .
SCENE I.
L O YS, R I C H A R D .
T bienKichard,quellenouuclle 
Apportet-tu de mj Cruellet 
Vetdr-elle docqne cfire tonfiourt 
Ain ft paoureuje en fcs amount 
Richard.
Mofieurjc croy que la pauurette 
Sans aucun repot uota fouhaitte 
K* Lntre fes br<utuouUxuo9 micuxi
Loys.
le pen fe may que tons les Dieux
Vrennent plaifir en non mart ire: .
Inteffommewf w w n — I empire, C a t  vc  x/cy r n v -  p * * '
Sant tout $tfoit ***** tefiheur <f+u. ic v c y ts  <-€. /^x>Ly £  
-rw.H...m p tie/liptn
Hon non, monfieur%t'ayeflerance 
Que uous en aurez ioiiiflauee
In peu de tempt■ Lai flex moy faire, 
ium iifttn £
ion deuoir. ^ j e + - * y  
Quy^uaktnufmimfc uain eftoir ' J%\ ~ (u*\  j
t a  qj  j ■ o^,
C*vflmuii vffiii^ uni n f l in & &  ,  cf f
ytfainpbteu w i A * * -  fr*-a%»
Trompe ma trap grande conflance . 9
Au mtkeude wonmpuiflance. 4
Richard.
V ray merit une telle bcautc'
A bun unamant merite:
c f Z j *»«•* /efcm  4  VrU . AVwaf/ -*wy. OTt+atarC+Uts
c'rUtx tr- Aatmc, r^^y^rCtf^ ■’
L I S
N E A P O L I T A I N E S ;
C O M E D I E  F R A N 5 0 I S E
K A  C Z C 1 I  V S £•
Sur le fubicfl dvne Hiftoire dvn
PariJientvnSJbagnolt & vn  
Italicn.
f J U jia + * -  to -'* * *  3 “  —  ■
A  P A R I S ,
ft
Pour A b e l  1’A n g e u e r , au 
premier Pillier de la grand 
Salle du Palais.
A v e c  P r i v i l e g e  d v  R. o  
1 / 8 4 .
9  In 
0 •-& i u .«
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ienthe fist'ttfj 6 Spat At oft illn/lri,
Solo it rmurar Tragui afpetti,
0 Comici .fparati  •
In rartegmfe omati, 
ro t prro nonfdtgnAte 
Qnefta Comedu noflra,
ISe non di riccA,c ragn Sittut adorna, oilmen At dopia newt a tompofU,E h attd done ft rApprefenta
Qneftopra, 11 gram Tkeatro
Del mondo, perch'ogntm defia i'ndtrla:
M a rot fapptafm Unto,
Cke qneflo dt cni parlo 
SpcttAcolOyftmrAcon la mentr,
Don’ our a per foretcbie, e non pergtoccbt 
Terofilentiofatc,
L'n roe diredere kora afcoltate•

